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ABSTRACT
A brief history of the origins of opera in the 
United States identifies titles, composers, and premieres 
to establish the point that composers in America were 
active in writing operas and that the music of European 
composers were available to them as models for their own 
works. A history of Shakespearean operas from their 
origin in the late seventeenth century in England to the 
present (1985) follows to illustrate that Shakespearean 
operas by American composers did not appear until after 
the Second World War.
Eleven American composers are cited with their 
Shakespearean works. Their operas are grouped under three 
headingsi festive comedies, dark comedy and romance, and 
tragedies. Among the comedies are three operas based on 
The Taming of the Shrew (Christopher Sly by Dominick Argento; 
and two operas of the same title as the play by Philip 
Greeley Clapp and Vittorio Giannini, respectively). The 
other comedies are Twelfth Night by David Amram, Love*s 
Labour's Lost by Nicolas Nabokov, and Nipcht of the Moon­
spell— after A Midsummer Night's Dream— by Elie Siegmeister.
A dark comedy, All's Well That Ends Well by Mario Castelnuovo- 
Tedesco, and a romance. Winter's Tale by John Harbison, are
xviii
discussed together. From the tragedies are Prince Hamlet 
by Sam Raphling and two operas based on Antony and Cleopatra 
by Louis Gruenberg and Samuel Barber, respectively. Each 
of the operas is discussed according to the choice of 
characters, their voice classification, the instrumentation 
and size of the orchestra, the comparative lengths of the 
operas in acts and scenes, the similarity or departure from 
the story line of the play, and the manner in which the 
libretto is derived from Shakespeare's text. Two hundred 
and eighty-five musical examples illustrate points concern­
ing instrumental music, musical characterization, and vocal 
ensembles.
Finally, the relationships among all the operas 
are discussed, and from these, conclusions are drawn and 
recommendations for future research indicated. An epilogue 
on why American composers are turning to the plays of Shake­
speare as a basis for some of their operatic works suggests 
historical, dramatic, and musical reasons.
xix
CHAPTER I
INTRODUCTION I* HISTORICAL BACKGROUND
All the world'a a stage,
And all the men and women merely players.
They have their exits and their entrances;
And one man in his time plays many parts.1
JAQUES
Opera in one form or another has been an important 
entertainment and art form in the musical life of the 
United States since the eighteenth century. Stage works, 
which ranged from plays with spoken dialogue and a few 
songs to full operatic spectacles, are known to have existed 
possibly as early as 1722 in Williamsburg, Virginia, where 
one of the first playhouses in America, if not the first, 
was in use. However, the first documented performance of 
an opera in America took place in 1735 in Charleston, South 
Carolina, with the ballad opera. Flora, or Hob in the Well.2 
Thereafter, operas were performed with increasing frequency 
in other American cities from the middle of the eighteenth 
century, e.g.<, Philadelphia and New York. A high point was
lAs Y o u  Like It (Iliviii139-1^2). Hardin Craig, The 
Complete Works o^1 Shakespeare, revised edition, David Beving 
ton, ed. (Glenview, Illinois; Scott, Foresman, and Company, 
1973). p. 599.
20scar Sonneck, Early Opera in America (New York*
G. Schirmer, 1915)» p. 10.
1
reached in Philadelphia at the Chestnut Street Theatre 
under the direction of Alexander Reinagle (1756-1809) with 
his two-act comic opera The Volunteers (n.d.), and in New 
Tork with performances of such works as Tammany (179*0 by 
James Hewitt (1770-182?), The Archers (1796) by Benjamin 
Carr (1768-1831)» and Edwin and Angelina (1796) by Victor 
Pelissier (fl.1792-1811).3 Works by American-born composers 
did not appear until the middle of the nineteenth century. 
Important contributions to the history of opera by native 
composers in the United States are Leonora (1845) and Notre 
Dame de Paris (1864) by William Henry Pry (1813-186*0 and 
Rip Van Winkle (1855) and Columbus (inc.) by George Bristow 
(1825-1898). Operas by other nineteenth-century American 
composers include Zenobia (1883) and Lucille (188?) by Silas 
Gamaliel Pratt (1846-1916), Otho Visconti (prod.190?) and 
Montezuma (n.d.) by Frederick Grant Gleason (1848-1903)» 
and Azara (1901) by Thomas Knowles Paine (1839-1906)
In the eighteenth and nineteenth centuries, opera 
composers in America were able to keep abreast with the 
latest developments in operatic composition and performance 
in other countries. Many of the operas by European composers 
were performed in America within a few years of their pre-
3lbid., pp. 97-100.
^Gilbert Chase, America*s Music, revised second edi­
tion (New Yorki McGraw-Hill Book Company, 1966), pp. 337- 
338. 3*^ 0.
3mieres in the opera houses of Europe# In Julius Mattfeld's 
compilation of operatic first performances,5 numerous in­
stances are cited of performances in America of foreign 
operas by such composers as Johann Christoph Pepusch (1667— 
1752)9 Giovanni Paisiello (174-0-1816)» Gioacchino Rossini 
(1792-1868), Vincenzo Bellini (1801-1835)9 Giuseppe Verdi 
(1813-1901)9 and Charles Gounod (1818-1893), to name only a 
few. The Beggar8s Opera by John Gay and Pepusch, first per­
formed in London in 1728, was presented in New York at the 
Nassau Street Theatre on December 3# 1750. Paisiello's II 
Barbiere di Siviglia. heard in St, Petersburg in 1782, was 
performed in New Orleans at the Theatre Francais on July 12, 
1810 (in French). The opera of the same title by Rossini 
received its first performance at the Teatro Argentino in 
Rome on February 29, 1816, and its first New York performance 
at the Park Theatre on May 3» 1819 (in English)• Bellini's 
La Sonnambula (Milan, 1831) was heard in both New York (1835. 
in English) and New Orleans (184-0, in Italian). Almost all 
of Verdi's operas were brought to America for performances 
soon after their premieres, including Macbeth (Florence,
184-7? New York, 1854), Rigoletto (Venice, 1851; New York, 
1855), II Trovatore (Venice, 1853? New York, 1855), La Travi- 
ata (Venice, 1853* New York, 1856), Aida (Cairo, 1871* New
5julius Mattfeld, A Handbook of Operatic Premieres. 
1731-1962. Detroit Studiesin Music Bibliography (Detroit, 
Mich. t Information Service, Inc., 1963)«»
York, 1873), Otello (Milan, 188?; New York, 1888), and 
Fa1staff (Milan, 1893; New York, 1895). Gounod's Faust, 
which received its first performance at the Theatre-Lyrique 
in Paris on March 19» 1859, and its American premiere in 
Philadelphia on November 1 8, 1863 (in German), was subse­
quently presented at the opening of the Metropolitan Opera 
House in New York on October 22, 1883. That the operas of 
foreign composers were available to American composers in 
the eighteenth and nineteenth centuries as models for their 
own operatic works is thus established.
In both the nineteenth and twentieth centuries, the 
great variety of stage works which employed singing makes a 
precise definition of opera difficult. The ratio of spoken 
dialogue to sung texts may vary considerably in different 
operas: in some works the text is sung throughout (grand 
opera); in others, various amounts of spoken dialogue are 
admitted (so-called "comic** opera) • The definition given by 
Donald Jay Grout in A Short History of Opera is included 
here:
What is an opera? Briefly defined, it is a drama 
in music: a dramatic action, exhibited on a stage with 
scenery by actors in costume, the words conveyed en­
tirely or for the most part by singing, and the whole 
sustained and amplified by orchestral music. The term 
"opera" is further restricted in ordinary usage to a 
form peculiar to Western civilization, haying a definite 
historical beginning about the year 1600.°
^Donald Jay Grout, A Short History of Opera, second 
edition (New York: McGraw-Hill Book Gompany, 1^66), p. 4.
5Grout also discusses the extent to which a stage work may 
employ spoken dialogue without ceasing to be an opera, as 
follows*
An opera is . . .  a type of musical composition, 
and this holds even for those works which include spoken 
dialogue. The exact point at which a work ceases to be 
an opera and becomes a play with musical interludes is 
sometimes difficult to determinei no rule can be given 
except to say that if the omission of the music makes it 
impossible to perform the work at all, or alters its 
fundamental character, then it must be regarded as an 
opera.7
Grout* s definition with its further clarification is adopted 
to signify the meaning of the word "opera" in this disserta­
tion.
That a large number of American composers have writ­
ten operas in the twentieth century is indicated by the nu­
merous biographical entries and catalogues of works listed 
in the Harvard Concise Dictionary of Music.^ the Hew Grove 
Dictionary of Music and M u s i c i a n s .9 and David Ewen*s American 
Composers* A Biographical Dictionary.*0 From these sources, 
194 American composers of operas and $16 titles of operatic 
works have been cited (see Appendices 1 and II, pages 437-
I^bid_., p, ?.
®Don Michael Randel, Harvard Concise Dictionary of 
Music (Cambridge, Mass.* The Belknap Press of Harvard 
University Press, 1978).
9frew Grove Dictionary of Music and Musicians. 6th 
ed.. 1980.
*®David Ewen, American Composers* A Biographical 
Dictionary (New York* G. P. Putnam*s Sons, 1$8£).
451» respectively). Among these many operas are those 
based on the works of William Shakespeare (1564-l6l6).
As no American operatic settings of Shakespeare’s plays 
have been found prior to the twentieth century, a brief 
discussion of their background in the plays themselves 
and in the works of English and European composers is 
included at this point.
Shakespearean opera
Music and the plays of Shakespeare have always been 
associated, e.g., in the rhythm of Shakespeare's blank verse 
and iambic pentameter and in his use of vocal and instrumen­
tal music. For instance, the many songs of Feste in Twelfth 
Night, for which only the words are given, provide frequent 
opportunity for both melody and accompaniment to help estab­
lish a mood or express a sentiment, either of the singer or 
of the person requesting the song. Likewise, music helps to 
create a particular atmosphere, e.g., in The Winter's Tale 
for an illusion of magic as Paulina "brings to life" a "statue” 
of Hermione (Act V, Scene 3)» or in Antony and Cleopatra when 
"hautboys as under the stage" are specified as Antony's sol­
dier's fear his impending doom (Act IV, Scene 3)• Thus, with 
the exception of The Comedy of Errors. for which no music is 
required, the dramas of Shakespeare are plays with music.
The noted English musicologist, Winton Dean (b.1916), 
compiled an extensive list of nearly 200 composers of operas 
based on Shakespeare for a book entitled Shakespeare in Music
7(196*0, edited by Phyllis Hartnoll.1* At about the same 
time, an article by Ernest Brennicke in The Reader8s Ency­
clopedia (1966) was written and included many of the com-
12posers and works listed by Dean.* Some of the titles of 
operas in Brennicke’s list suggest that the works are based 
on Shakespeare when, in fact, they are not, e.g., Oberon
(1826) by Carl Maria von Weber (1786-1826) which is based 
on the poem of the same title by Christoph Martin Wieland 
(173 3-1813),and A Village Romeo and Juliet (1907) by 
Frederick Delius (1862-1934) based on Gottfried Keller's 
(1819-1890) novel Romeo und Julia auf dem Dorfe.*** Of the 
composers and works cited by Brennicke and Dean, only those 
are included in the following discussion for whom biographical 
information and catalogues of works could be substantiated in 
major reference works, e.g., the New Grove Dictionary and 
Baker's Biographical Dictionary of M u s i c i a n s .*5
l*Phyllis Hartnoll, ed., Shakespeare in Music (New
Yorks St. Martin's Press, 1964), pp. 89-175.
l^Ernest Brennicke, "Music Based on Shakespeare," The 
Reader's Encyclopedia of Shakespeare, Oscar James Campbell 
and Edward G . Quinn, eds. (New Yorks Thomas Y. Crowell 
Company, 1966), pp. 574— 590*
13carl Maria von Weber, Oberon (Leipzig, C. F. Peters 
Corporation, 1900).
^Anthony Payne, "Frederick Delius," New Grove Diction­
ary. p. 342.
^Theodore Baker, Baker's Biographical Dictionary of
Musicians, seventh edition, revised by Nicolas Slonimsky 
XNew Yorks Schirmer Books, 1984).
Seventeenth century
Although the rise of opera was taking place in Italy 
circa 1600 at approximately the same time that Shakespeare 
was writing plays in England. no attempt to produce his plays 
as opera occurred until the latter part of the century. The 
closing of the theaters by the puritans during the Common­
wealth in England (1642-1660) became a catalyst for sung 
dramas which could be billed as "concerts" rather than the­
atrical performances. It was not until after the restora­
tion of the monarchy in 1660, when Charles II ascended the 
throne of England, that there was a revival of performances 
of Shakespeare's plays. Two acting companies were created 
who shared a royal "patent," or exclusive performance right, 
to produce plays in England1 The King's Players (1662) of 
Sir Thomas Killigrew and The Duke's Players (1663) of Sir 
William Davenant. Their commission required that the plays 
be reformed, i.e., expunged of vulgar or other objectionable 
elements. As the works of Shakespeare were also considered 
outdated in other ways at this time, various new versions 
began to appear which included elaborate spectacles, exten­
sive alteration of the text and story line, additions from 
the works of other authors, and of course, omissions or 
cuts.1^
Two works to be thus altered and utilized in musical 
performances in the late seventeenth century were composed
*^Eric Walter White, "William Shakespeare, Part 2," 
New Grove Dictionary, p. 216.
by Henry Purcell (1659-1695)* The Fairy Queen (1692), after 
A Midsummer Night8s Dream, and The Tempest (1695)• Although 
Purcell considered these works "dramatic operas," they were 
actually masques— short, allegorical, and dramatic enter­
tainments performed by masked actors. According to F. W. 
Stemfeld in the Hew Grove article on Shakespeare:
The Fairy Queen provides a vivid example of the 
strength and weaknesses of that peculiar art form. . . . 
Purcell's music was confined to four separate masque­
like entertainments, each inserted into one of the acts; 
no word of Shakespeare's text was actually set.17
The libretto, which is an anonymous adaptation, alters and
compresses the text from the first and third acts of the
play (I:i»21-ii:87, 96-501; III*ii7-69) . 18 In The Tempest.
which includes numerous solo songs, duets, trios, and
choruses, only the songs of Ariel from the play appear in
the opera, viz., "Come unto these yellow sands" (I* ii:396-
-386) and "Full fathom five thy father lies" (I:ii»396-
kOk). Among the added characters from mythology in this
1 9work are Aeolus, Amphitrite, and Neptune. No other types 
of musical settings of Shakespearean dramas have been iden­
tified during this period.
*?F« W. Stemfeld, "William Shakespeare, Part I,"
New Grove Dictionary, p. 216.
*®J. S. Shedlock, The Works of Henry Purcell. Vol.
XII, revised edition, Anthony Lewis, ed. (London:Novello 
and Company Limited, 1968), p. xi.
^Edward J. Dent, The Works of Henry Purcell. Vol.
XIX (London* Novello and Company Limited, 1912).
10
Eighteenth century
In the following century, some of Shakespeare's plays 
became available in translation on the continent, making 
possible a number of Shakespearean operas in languages other 
than English. Although there were other works which are 
known today only by the existence of a fragment of the music, 
a libretto, or playbill, at least thirteen operas on Shake­
speare's plays are known to have been produced in the eigh­
teenth century* four in English, three in Italian, two in 
French, and four in German. With the exception of Romeo 
and Juliet, an early tragedy revised by librettists to end 
happily, the Shakespearean operas in the eighteenth century 
were based on the comedies. Through the influence of comic 
operas like La serva padrona (The Maid as Mistress. 1735) 
by Giovanni Battista Pergolesi (1710-1736) and Le devin du 
village (The Village Soothsayer. 1752) by Jean Jacques Rous­
seau (1712-1778), the spoken dialogue and simple ariettes 
of opera comique became a popular operatic form in Paris.^O 
as did the German Singspiel in Vienna, with its emphasis 
on the lives of ordinary persons, everyday subjects, and 
musical styles that were simple and close to folk songs.2*
The comedies of Shakespeare were eminently suitable as sub­
ject matter for this type of opera.
20Reinhard G . Pauly, Music in the Classic Period, 
second edition (Englewood Cliffs, New Jersey* Prentice- 
Hall, Inc., 1973), p. 16.
21Ibid.. p. 160.
11
The names of some of the greatest musicians of the 
eighteenth century who achieved distinction in the field 
of opera are notably absent from the list of composers who 
made settings of Shakespeare's plays as operas. For example, 
George Frideric Handel (1685-1759) is not known ever to have 
considered such an undertaking. 22 His opera Giulio Cesare 
in Egitto (1724), which is concerned with Caesar's relation­
ship with Cleopatra, is not based on Shakespeare's play but 
on a libretto by Nicola Haym (1679-1729)• On the other hand, 
a libretto by H. von Einsiedel and F. W. Gotter based on 
The Tempest is known to have been written for Wolfgang Ama­
deus Mozart (175^-1791), but his short career ended before 
such a work could be realized.23
Appropriately, the earliest examples of Shakespearean 
opera are in English. Three works associated with the begin- 
ing of this kind of opera are based on the same play, A Mid­
summer Night's Dream: namely, Pyramus and Thisbe (1716) by 
Richard Leveridge (1650-1758), an opera by the same title in 
1716 by John Lampe (1703-1751)» and The Fairies (1754) by 
Handel's pupil, John Christopher Smith (1712-1795). Another 
Shakespearean opera by the latter composer is The Tempest 
(1756).
Important for being one of the earliest examples 
of Shakespearean opera in Italian is Rosalinda (1744), after
22Georg Friedrich Handel's Werke. ausgabe der Deutschen 
Handelgesellschaft (Leipzig, Druck der Gesellschaft, 1875),
pp. 1-156.
2 inton Dean, Shakespeare in Music, pp. 107-108.
As You Like It. by Francesco Veracini (l690-ca.l750) to a 
libretto by Paolo Rolli and performed at the King’s Theatre 
in London. Two other Italian operas, composed for perfor­
mances in Vienna, are Gli equivoci (The Misunderstandings. 
1786), after The Comedy of Errors. by Stephen Storace (1763- 
1796), and Falstaff (1799)» after The Merry Wives of Windsor, 
by Antonio Salieri (1750-1825).
Produced about a year apart, only two operas comique 
based on Shakespeare are cited from this periods Tout pour 
18amour (1792), after Romeo and Juliet, by Nicolas Dalayrac 
(1753-1809), and another Romeo et Juliette (1793) by Daniel 
Steibelt (1765-1823), a German composer working in Paris.
The German operas of the eighteenth century included much 
spoken dialogue interspersed with songs, duets, and occa­
sional , uncomplicated ensembles. The translations of Shake­
speare8 s plays into German by August Wilhelm von Schlegel 
(1767-1845) became the bases of numerous librettos and ac­
count for the sudden increase in Shakespearean operas in 
German-speaking countries beginning around mid-century. The 
three most popular plays at this time were The Kerry Wives 
of Windsor. The Tempest, and Romeo and Juliet. Two early 
operas entitled Die lustigen Welber von Windsor, after The 
Merry Wives of Windsor, are from the latter part of the 
century» one composed in 1794 by Peter Ritter (1763-1846), 
and the other in 1796 by Carl Ditters von Dittersdorf (1739- 
1799)• For the other two popular plays, the eighteenth- 
century dramatist F. W. Gotter wrote librettos entitled
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Romeo und Julia and Die Geisterinsel (The Enchanted Isle.
after The Tempest). The former was set as an opera in 1776 
by Georg Benda (1722-1795) and the latter was used for two 
operas composed in 1798# one by Johann Reichardt (1752-181^) 
and the other by Johann Zumsteeg (1760-1802)•
Thus only five plays had been utilized for operatic 
material by the end of the eighteenth centuryi A Midsummer 
Night*s Dream, The Tempest. As You Like It. The Comedy of 
Errors. and The Merry Wives of Windsor. Thirteen composers of 
Shakespearean operas have been citedt Leveridge, Lampe,
Smith* Veracini, Storace, Salieri, Dalayrac, Steibelt, 
Dittersdorf, Ritter, Benda, Reichardt, and Zumsteeg. It 
remained for the nineteenth century to produce operas based 
on Shakespeare's other plays as well as on those already 
mentioned.
Nineteenth century
The increasingly large number of operas set to Shake­
spearean librettos in the nineteenth century is partly the 
result of Shakespeare's becoming more widely known and appreci­
ated in translation, and partly due to the romantic movement 
which had already begun in literature and the arts in the 
previous century. In music, this movement began to be mani­
fest in the increased emphasis on subjective, emotional quali­
ties and greater freedom in regard to the form or structure 
of a work.
Shakespearean operas are represented in every decade
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of the nineteenth century, the earliest being Otello (l8l6) 
by Gioacchino Rossini (1792-1868), the latest an opera on 
The Tempest entitled Boure (1894) by the Czechoslovakian 
composer Zdenek Fibich. During this period, twenty-five 
Shakespearean operas were produced in one of four languages 
according to the following distribution* eleven in Italian, 
two in Czech, eight in French, and four in German. None in 
English has been found.
In the first half of the century, the list of operas 
based on Shakespeare includes six Italian, one French, and 
two German operas. In addition to the above-mentioned opera 
by Rossini, two are based on Romeo and Juliet, viz., Giulietta 
e Romeo (1825) by Nicola Vaccai (1790-1848), and I Capuletti 
ed i Montecchi (1830) by Vincenzo Bellini (1801-1835)• An­
other pair of operas based on the same play consists of Macbeth
(1827) by Hippolyte Chelard (1789-1861) and the first Macbeth 
(1847, in Italian) by Giuseppe Verdi (1813-1901). Two other 
works are based on The Merry Wives of Windsor: Falstaff 
(1838, in Italian) by the Irish composer Michael Balfe (1808- 
1870) and Die lustigen Weiber von Windsor (1849) by Otto 
N icolai (1810-1849). Two operas taken from different plays 
are Das Liebesverbot (1836), an early work by Richard Wagner 
(1813-1883) after Measure for Measure, and La tempesta (1850) 
by Jacques Francois Halevy (1799-1862) after The Tempest.
The second half of the nineteenth century contains 
some of the major works of composers of genius, works that 
are important as music and as operas based on the plays of
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Shakespeare® Beginning in the 1860s, there is Beatrice et 
Benedict (1862) by Hector Berlioz (1803-1869) after Much Ado 
About Nothing, the first opera to be based on this play and 
the only one on this drama in the nineteenth century. The 
three operas of Verdi in the second half of the century are 
a second Macbeth (186?), this time in French and revised with 
the assistance of different librettists; Otello (1887)—  
considered the greatest of all Shakespearean operas— to a 
libretto by Arrigo Boito (1842-1918); and Verdi*s last opera, 
Falstaff (1893)» after Henry IV and The Merry Wives of Wind­
sor.
Other pairs of operas are based on the same play: 
Amleto (1865) by Franco Faccio (1840-1891) and Hamlet (1868) 
by Ambroise Thomas (I8H - I 896); and Cesario (l8?4) by Wilhelm 
Taubert (I811-I891) and Viola by Bedrich Smetana (1824-1884) 
after Twelfth Wight. Three works are taken from Romeo and 
Juliet? one in Italian and two in French* Romeo e Giulietta 
(1865) by Filippo Marchetti (1831-1902), Romeo et Juliette 
(1867) by Charles Gounod (1818-1893)» and Les amants de Verone 
(1878) by Richard d*Ivry (1829-1903).
The remaining nineteenth-century operas in various 
languages are from other plays * II mercante di Venezia (1873)* 
after The Merchant of Venice, by Ciro Pinsuti (1829-1888);
Der Widerspenstigen ZShmung, after The Taming of the Shrew, 
by Hermann Goetz (18^0-1876); and Riccardo III (1883) by 
Gaston Salvayre (1847-1883). Two smaller operatic works, 
which are classified as operettas by Winton Dean, are entitled
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Gillete de Norbonne (1882), after All*s Well That Ends Well, 
by Edmond Audran (1840-1901) and Dinah (1894), after Cymbe- 
line. by Edmond Missa (1861-1910)
As in the eighteenth century, projected operas based 
on Shakespeare's plays by important nineteenth-century com­
posers are of interest* Ludwig van Beethoven (1770-1827) be­
gan a Macbeth, Felix Mendelssohn (1809-184?) considered two 
librettos on The Tempest. Berlioz contemplated a Hamlet. 
Georges Bizet (1838-1875) both a Hamlet and a Macbeth. Peter 
Ilyich Tchaikovsky (1840-1893) a Romeo and Juliet, and Verdi 
an Antony and Cleopatra (to a libretto by Boito) and a King 
Lear.25. 26
Thus the nineteenth century was a time of increased 
activity in the operatic setting of Shakespeare's plays by 
twenty-two foreign composers in languages other than English. 
The operas of Verdi on three of Shakespeare*s plays— two 
tragedies and one comedy— emerge as major contributions to 
opera. Of these, Otello is considered the pinnacle of artis­
tic achievement in Shakespearean opera in the nineteenth 
century.2?
^Winton Dean, Shakespeare in Music, p. 140.
25lbid.. p. 9 0 .
^Unsigned article, "William Shakespeare," Grove's 
Dictionary, fifth edition, Eric Blom, ed. (New York* £>t. 
Martin's Press, 195*0» PP* 732-734.
2 inton Dean, op. cit., p. 174.
Twentieth century
In the twentieth century, Shakespearean operas con­
tinued to be a viable operatic option, becoming even more 
numerous than in previous centuries• During the period be­
tween the beginning of the century and the close of World 
War I, operas based on Shakespeare's plays were written in 
English again and continued to be composed in other languages 
English composers, notably absent during the nineteenth cen­
tury, made contributions to Shakespearean opera. In 1901 
Charles Sanford (1852-1951) set Much Ado About Nothing, and 
during the war years, John Barkworth (1858-1929) composed an 
opera on Romeo and Juliet (1916). In foreign-language operas 
Josef Foerster (1859-1951) produced Jessica (1905)• after The 
Merchant of Venice, in Czech; Carl Goldmark (1830-1915)» the 
opera Ein WintermSLrchen (1908), after The Winter's Tale, in 
German; and Ernest Bloch (1880-1959)# Macbeth (1910, in 
French). The last Shakespearean opera in the first two 
decades of the twentieth century is II sogno di una notte 
d*estate (1917), after A Midsummer Night's Dream. by Luigi 
Mancinelli (1848-1921).
In the 1920s, four of the five operas based on Shake­
speare are in English. Two works contributed by Nicholas 
Gatty (1874-1946) are The Tempest (1920) and Macbeth (n.d.). 
The Italian composer Riccardo Zandonai (1883-1944) wrote 
a Giulietta e Romeo in 1922. The works of two eminent 
English composers are based respectively on Henry IV and 
and The Merry Wives of Windsor« namely, At the Boar's Head
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(1925) by Gustav Holst (1874-193*0 and Sir John in Love 
(1929) by Ralph Vaughan Williams (1872-1958).
English, French, and Italian operas on Shakespearean 
plays were produced in the middle and late thirties— one in 
English, one in French, and three in Italian. Macbeth (193*0 
was written by the English composer Lawrence Collingwood 
(b.l887), Le marchand de Venise (1935) by the Venezuelan- 
born French composer Reynaldo Hahn (1875-19^7)» and the two 
operas Giulio Cesare (1936) and Antonio e Cleopatra (1938) 
by the Italian composer Gian Francesco Malipiero (1882-1973). 
In the final year of the decade, another Italian composer,
Vito Frazzi (b.l888), produced Re Lear (1939)•
During the time of World War II, three operas based
on Shakespeare were writtens two in German and one in Czech.
The Swiss composer Heinrich Sutermeister (b.1910), who 
achieved international fame as an operatic composer in the 
19^0s, composed Romeo und Julia (19^0) and Die Zauberinsel 
(The Magic Island. 19^2), after The Tempest. Another com­
poser, Isa Krejci (1904-1968), produced The Revolt at Ephesus 
(19^3)* after The Comedy of Errors, in Czech.
The period after the war to the present (1985) saw
the composition of twenty operas on Shakespeare's plays in
four languages: two in Italian, two in German, and eighteen 
in English. During the fifteen years between 19^8 and 1963. 
four operas based on The Taming of the Shrew were composed, 
three by Americans and one by a Russian. Philip Greeley Clapp
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(1888-195**) and Vittorio Giannini (1903-1966), both American 
composers, wrote operas entitled The Taming of the Shrew in 
1948 and 1953# respectively. These were followed in 1955 by 
an opera of the same title in Russian by Vissarion Shebalin 
(1901-1963). A fourth opera was produced in 1963 by the 
American composer Dominick Argento (b.192?)t Christopher Sly 
(1963)« after the induction (introductory scenes) to The 
Taming of the Shrew.
In the first five years of the 1950s, three operas 
based on Romeo and Juliet were producedt one in German and 
two in Italian: namely, Romeo und Julia (1950) by Boris 
Blacher (1903-1975). Mondi celesti e infernali (Heavenly and 
Infernal Worlds. 1950) by Malipiero, and Giulietta e Romeo
(1955) by Niccolo Zingarelli (1901-1963)* Since the mid-1950s, 
four operas based on The Tempest have appeared: Der Sturm
(1956) by Prank Martin (1890-1974), the only one not in 
English1 The Knot Garden (1970) by Michael Tippett (b.1905); 
The Tempest (1905# partially completed but still in progress) 
by the American composer Peter Westergaard (b.1931)»2® and 
another American opera based on The Tempest by that title in 
the same year by John Eaton (b.1935)• The last-named work 
was premiered on July 27, 1985. by the Santa Pe Opera.29
2®Personal letter from Peter Westergaard to the writer, 
5 July 1984.
29john Rockwell, "Opera* Eaton's Tempest in World Pre­
miere," New York Times. 30 July 1985*
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Two Shakespearean operas were composed in the late 1950s 
by the Italian-American composer Mario Castelnuovo-Tedesco 
(1895-1968). The first of these, All's Well That Ends Well 
(1955-1958), is in English and remains unpublished. The 
second, II mercante di Venezia (1958), is published in 
Italian.
Since i960 two operas on the same play were written 
by American composers, viz., Antony and Cleopatra (i960) by 
Louis Gruenberg (1884-196*0 and an opera of the same title 
in 1966 by Samuel Barber (1910-1981). Also in the sixties, 
the first of two very different operas based on A Midsummer 
Night's Dream were produced. An opera (i960)» employing the 
same title as the play, was composed by the English composer 
Benjamin Britten (1913-1973) and is based entirely on Shake­
speare's text. The other, entitled Night of the Moonspell 
(1976) by the American composer Elie Siegroeister (b.1909), 
consists of newly written texts, paraphrases, and quotations 
from the play. The first of two operas based on Hamlet was 
written in 1968 j an opera of the same title by the English 
composer Humphrey Searle (b.1915)• This was followed in 1975 
by Prince Hamlet by the American composer Sam Raphling 
(b.1910). Other operas from the sixties and seventies by 
American composers include Twelfth Night (1968) by David Werner 
Amram (b.1930), Love's Labour's Lost (1970) by Nicolas Nabokov 
(1903-1978), Winter's Tale (197*0 by John Harris Harbison 
(b.1938), and Richard III (1975) by Paul Turok (b.1929).
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Among projected twentieth-century Shakespearean 
operas are those of Claude Debussy (1862-1918) after As 
You Like It, Giacomo Puccini (1858-1924) after King; Lear, 
and Ildebrando Pizzetti (1880-1968) and Lorenzo Perosi 
(1872-1956), both after Romeo and Juliet. ^
Thus the twentieth century witnessed a continued 
growth in the number and variety of operas based on Shake­
speare, several works being composed in every decade, in­
cluding the time of the two world wars. Shakespearean 
operas in English appeared again for the first time since 
the eighteenth century and constituted twenty-two of a 
total of forty operas in six languages.
The five appendices included on pages 452-469 re­
peat information already presented, but in different per­
spectives. Appendix III (see page 452) is an alphabetical 
listing of composers of Shakespearean operas ; Appendix IV 
(see page 454) is a list by nationality of composers of 
Shakespearean operas; Appendix V (see page 457) is a group­
ing of Shakespearean operas according to language employed; 
Appendix VI (see page 461) is a chronology of Shakespearean 
operas from 1692 to the present (1985)• including the names 
of the cities where the first performances occurred; and 
Appendix VII (see page 467) is a listing of Shakespearean 
operas according to the play on which each is based.
3°winton Dean, Shakespeare in Music, p. 90.
31unsigned article, "William Shakespeare," Grove*s 
Dictionary, pp. 732-734.
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A chronological list of twentieth-century American 
composers who have written operas based on some of the plays 
of Shakespeare follows«
Louis Gruenberg 
(1884-1964)
Philip Greeley Glapp 
(1888-1954)
Mario Castelnuovo-Tedesco 
(1895-1968)
Nicolas Nabokov 
(1903-1978)
Vittorio Giannini 
(1903-1966)
Elie Siegmeister 
(b.1909)
Samuel Barber 
(1910-1981)
Sam Raphling 
(b.1910)
Dominick Argento 
(b.1927)
David Werner Amram 
(b.1930)
John Harris Harbison 
(b.1938)
Antony and Cleopatra 
(I960)
The Taming of the Shrew 
(19^ 8)    ......
All's Well That Ends Well 
(1955-1958)
Love's Labour’s Lost 
(1970)
The Taming of the Shrew
"” ( 1 9 5 5 1 ----------
Night of the Moonspell 
(1976)
Antony and Cleopatra 
(1966)
Prince Hamlet
(1973)
Christopher Sly
"(19637
Twelfth Night
 (1968).
Winter's Tale
(1974)
Three American composers are omitted because their work is 
incomplete (Peter Westergaard, The Tempest). unavailable 
(Paul Turok, Richard III).3^ or completed after the formula­
tion of the parameters of this study (John Eaton, The Tempest).
32personal letter from Paul Turok to the writer, 
10 December 1984,
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In the following chapters, Chapter II is also intro­
ductory and gives pertinent information about the life and 
general output of these composers. Chapter III contains a 
discussion and comparison of three operas* two entitled The 
Taming of the Shrew (Clapp, Giannini), and Christopher Sly 
(Argento), after the induction to The Taming of the Shrew. 
Chapter IV discusses three operas taken from different 
comedies* Twelfth Night (Amram), Love * s Labour’s Lost (Nabo­
kov) , and Night of the Moonspell (Siegraeister), after A Mid­
summer Night's Dream. Chapter V examines two operas* one 
based on a dark comedy, All*s Well That Ends Well (Castelnuovo- 
Tedesco), and the other on a late romance. Winter*s Tale 
(Harbison). Chapter VI considers three operas based on 
two of the tragedies* Prince Hamlet (Raphling) and two 
settings of the same play, Antony and Cleopatra (Gruenberg, 
Barber).
In Chapters III through VI, a descriptive study of 
these operas includes the list of characters and the voice 
classifications for the various roles; a comparison of the 
librettos with the texts of Shakespeare; a statement of the 
overall length of the acts and scenes in terms of pages of 
score and numbers of measures; the instrumentation; the role 
of the orchestra in providing introductions, interludes, and 
conclusions to acts and scenes, in accompanying singing, 
dancing, and pantomiming, and in the development of drama; 
the musical characterization of the protagonists in recita­
tives, arias, and recitative-like and arioso melodies; an
2k
examination of the various ensembles (duet* trio, quartet, 
quintet, and larger ensembles)s and the dramatic function 
of the chorus as scenery, sound, narrator, commentator, or 
protagonist.
Chapter VII (Conclusion) presents the major findings 
of the dissertation, the conclusions resulting from the ex­
amination, description, and comparison of the works discussed, 
and recommendations for future research. An epilogue reflects 
on reasons why composers of today are turning to Shakespeare 
in some of their operatic works. In order to facilitate 
future research in the field of Shakespearean opera, some 
of the appendices cited above contain the names of many 
composers not discussed in this dissertation who have made 
contributions to the operatic literature based on the plays 
of Shakespeare6
CHAPTER II 
INTRODUCTION II* THE COMPOSERS
Vouchsafe to those that have not read the story. 
That I may prompt them* and of such as have,
I humbly pray them to admit the excuse 
Of time, of numbers and due course of things, 
which cannot in their huge and proper life 
Be here presented.1
PROLOGUE TO ACT V, KING HENRY V
This chapter considers the lives and works of 
eleven American composers under numerous headings, e.g., 
national origins, training, roles in the musical world, 
general characteristics of their music, and their works 
based on Shakespeare, particularly the operas. The prin­
cipal sources for the biographical data and catalogues of 
works are the International Cyclopedia of Music and Musi­
cians (1975)#^ Baker's Biographical Dictionary of Musicians 
(1984), New Grove Dictionary of Music and Musicians (1980), 
Ewen's American Composers» A Biographical Dictionary (1982), 
Who's Who in American Music (1983),3 and— for those composers
^Spoken by the Chorus, Prologue to Act V, King Henry 
V, The Complete Works of William Shakespeare. Cambridge Edi­
tion Text, William Aldis Wright, ed. (Garden City, New Yorki 
Doubleday and Company, Inc., 1936), p. 58?.
^International Cyclopedia of Music and Musicians, 10th 
ed., 1973^
^Who*s Who in American Music. 1st ed., classical (New 
York: Press, Jaques Cattell, R. R.Bowker Company, 1983).
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still living— the composers themselves, A catalogue of the 
works by each composer appears in Appendix VIII (see pages 
470-482).
Of the composers (whose full names and chronology 
appear on page 22), the oldest was Gruenberg; the youngest, 
Harbison. Several were born in the same year: Nabokov and 
Giannini (1903), and Barber and Raphling (1910), The period 
from the birth of Gruenberg to the present (1985) is one 
hundred and one years and spans all but the last fifteen 
years of the twentieth century.
All but three of the composers are American born. 
Gruenberg was b o m  near Brest-Litovsk in Poland of Russian 
parents; he was brought to the United States in infancy. 
Nabokov was b o m  in Lubcha Minsh, Russia, and immigrated to 
the United States in 1933. However, he resided in many 
places, including the following: St. Petersburg (1911)»
Yalta (1917), Germany (1920), France (1923)* United States 
(1933)• Germany (1944), United States (19^7)» France (1952), 
and again, the United States (1970). Castelnuovo-Tedesco 
was born in Florence, Italy, and lived and composed there 
until the fascist alliance of Italy and Germany prior to 
World War II and official anti-semitism caused him to leave 
his homeland for New York in 1939. He became an American 
citizen in 19^6,
All the other composers were American bom. Four 
of them were from Pennsylvania: Giannini and Amram (Phila­
delphia) , Barber (West Chester), and Argento (York). Of
2?
the remaining four composers, Clapp was a native of Boston; 
Siegmeister of New York City; Harbison of Orange, New Jersey; 
and Raphling of Fort Worth, Texas,
The educational background of these composers in­
cludes study at various conservatories and universities in 
both the United States and Europe with well-known teachers, 
composers, and conductors. Gruenberg, who received violin 
lessons from his father and studied piano privately, became 
a student during his youth at the Rational Conservatory of 
Music in New York, where Antonin Dvorak (18M-190*4-) was di­
rector from 1892 to 1895• There is no evidence that Gruen­
berg— who was between the ages of eight and ten at that 
time— was at the conservatory or studied with Dvorak during 
his directorship. In 1903* at the age of nineteen, he went 
to Berlin to study piano and composition with Ferruccio 
Busoni (1866-1924).
Clapp's studies were guided by eminent American com­
posers and teachers. In Boston he studied with George Chad­
wick (1854-1931) and Arthur Foote (1853-1937). When he entered 
Harvard University in 1905» he studied theory and composition 
with Edward Burlingame Hill (1872-1960) and Frederic Converse 
(1871-19*4-0). Earning each of his degrees there, Clapp re­
ceived his doctorate in 1911. In preparation for this, he 
spent two years in Europe between 1909 and 1911s the first 
year, he studied with the German conductor and composer Max 
von Schillings (1868-19*43) in Stuttgart; the second year, he 
studied on his own at the British Museum Library in London.
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Castelnuovo-Tedesco, the son of a successful Jewish 
banker, spent his youth in Italy where he attended the 
Cherubini Royal Institute of Music in Florence, receiving 
his diploma in piano in 1915 at the age of fifteen and a 
diploma in composition three years later. Among his mentors 
were his composition teacher Ildebrando Pizzetti (1880-1968) 
and the pianist-composer, Alfredo Casella (1883-1947).
Nabokov was b o m  into a distinguished family: his 
grandfather was a minister of justice? his uncle a member of 
the Russian parliament (the Duma)? and his cousin, Vladimir 
Nabokov, a distinguished writer. Although his earliest years 
were spent in St. Petersburg, his family moved to Yalta in 
the Ukraine during the 1917 revolution, and it was here that 
he was able to study composition with the eminent composer 
Vladimir Rebikov (1866-1920). By 1920 Nabokov was a student 
at the Stuttgart Conservatory (1920-1922), and later, a stu­
dent at the Hochschule fQr Musik in Berlin (1922-1923) where, 
like Gruenberg earlier, he became a pupil of Busoni. Ulti­
mately he attended the Sorbonne in Paris, receiving an aca­
demic degree in languages and literature from that institu­
tion in 1926.
As a child, Giannini received violin lessons from 
his mother and later attended the Milan Conservatory (1911- 
191*0 . On returning to the United States, he studied com­
position with Rubin Goldmark at the Juilliard School of 
Music in New York (1925-1930).
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Siegmeister entered Columbia University in New York 
at the age of fifteen as a student of philosophy and psychol­
ogy, later transferring to music. In 1926, while a student 
there, he also studied counterpoint privately with Walling­
ford Riegger (1885-1961). On graduating from Columbia in 
1927, he went to Paris to study composition with Nadia Bou­
langer for nearly five years. Concurrently he was a student 
at the Ecole normale de musique and received the diploma from
that institution in 1 931•
While completing his last year of high school in 
1924, Barber became a member of the first class of the newly 
formed Curtis Institute of Music in Philadelphia. During 
his nine years there, he studied composition with Rosario 
Scalero (1890-195*0 and conducting with Fritz Reiner (1888- 
1963). In 1935 he studied voice privately in Vienna.
Raphling studied music both in the United States and 
in Europe. In addition to his studies at the Chicago Musical 
College, where he received the master of music degree in 
1931. he attended the Hochschule ffir Musik in Berlin (1932- 
1933) where he studied composition with Franz Schreker (1878-
193*0.
Argento did not show musical interest early in life, 
his attraction to music being awakened as an adolescent by 
reading the letters of Mozart.** His first formal lessons in
^Robert Ehlert, "Dominick Argento1 Minnesota's Jewel 
in the Golden Age of Opera," Sunday Magazine. The Minneapolis 
Star and Tribune. 24 March 1985# P» 8 .
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piano were undertaken at the age of sixteen. He entered 
the Peabody Conservatory of Music in Baltimore in 19^7 at 
the age of twenty and studied composition with Nicolas 
Nabokov and Hugo Weisgall (b.1912), and later, as a graduate 
student at the same institution, with Henry Cowell (1897- 
1965)• Argento also studied in Italy with Luigi Dallapiccola 
(190^-1975) at the Conservatorio Cherubini in Florence, for­
merly the Cherubini Royal Institute of Music attended by 
Castelnuovo-Tedesco earlier. At the Eastman School of Music, 
where he earned a Ph.D. in composition in 1957, he was a 
pupil of Alan Hovhaness (b.1911), Howard Hanson (1896-1981), 
and Bernard Rogers (1893-1968).
Amram entered Oberlin Conservatory of Music in Ohio 
in 19^8 as a French horn student. Not being happy with the 
regimen of a music school, he withdrew after a year and en­
rolled at George Washington University in Washington, D. C., 
to earn a degree in European history. Privately he continued 
to study French horn and began to play in various orchestras, 
including the National Symphony• Meantime he also appeared 
in concerts of jazz and classical music with a trio consist­
ing of a flute, French horn, and bassoon. After graduating 
from college in 1953, he studied composition for one year in 
New York with Vittorio Giannini at the Manhattan School of 
Music (1955).
Harbison showed an early interest in a wide range 
of musical styles from opera to jazz. Having studied violin, 
viola, piano, and tuba, he was a performer in various home-
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town jazz groups and in the Princeton High School band.
In 1956 he entered Harvard University and received the 
bachelor of arts degree in i960. While a student there, 
he was awarded a number of university prizes for music 
and for poetry. He received a Paine Traveling Fellowship 
from Harvard in i960, which enabled him to go to Berlin to 
study composition with Boris Blacher (1903-1975)• On his 
return to the United States, he studied with Roger Sessions 
(b.1896) at Princeton University and received the master of
fine arts degree in 1963•
Thus the various composers studied with eminent 
teachers, sometimes the same teacher. Gruenberg and Nabokov 
studied with Busoni1 Clapp with Chadwick, Foote, Hill, and 
Converse; Castelnuovo-Tedesco with Pizzetti and Casella; 
Siegmeister with Riegger and Boulanger; Barber with Scalero; 
Argento with Nabokov, Dallapiccola, Hovhaness, Hanson, Rogers, 
Weisgall, and Cowell; Amram with Giannini; Harbison with Bla­
cher and Sessions. Three composers studied in Italy (Argento 
and Castelnuovo-Tedesco at the Cherubini Conservatory in Flo­
rence; Giannini at the Milan Conservatory), five in Germany 
(Clapp and Nabokov, at the Stuttgart Conservatory; Gruenberg, 
Nabokov, Raphling, and Harbison at the Hochschule fOr Musik 
in Berlin), and one in Austria (Barber privately in Vienna).
In France, Nabokov studied at the Sorbonne and Siegmeister 
at the Ecole norraale de musique in Paris. In the United 
States, two composers studied at Harvard (Clapp and Harbison) 
and three in New York City (Siegmeister at Columbia University;
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Giannini at Juilliard; and Amram at the Manhattan School 
of Music). Some of the composers also studied in Phila­
delphia (Barber at the Curtis Institute), Chicago (Raphling 
at Chicago Musical College), Baltimore (Argento at the Pea­
body Conservatory of Music), Rochester, New York (Argento at 
the Eastman School of Music), and Washington, D. C. (Amram 
at Georgetown University).
Only two composers attained earned doctoratesi Clapp 
and Argento. Five composers were granted honorary degrees 
at this level* namely, Castelnuovo-Tedesco (a doctorate of 
humane letters from the Hebrew Union College-Jewish Institute 
of Religion in Cincinnati, Ohio, in 1968), Argento (a doc­
torate of humane letters from York College in Pennsylvania 
in 1976), Barber (a doctorate in music from Harvard Univer­
sity in 1959), Giannini (doctorates in music from three 
institutions: the New York College of Music, the Curtis 
Institute of Music, and the Cincinnati Conservatory of Music 
in 1939, 1957, and 1961, respectively), and Amram (a doctorate 
in music from the Moravian College of Bethlehem, Pennsylvania, 
in 1979).
Four composers served in the armed forces as musi­
cians. Clapp was a Second Lieutenant in the United States 
Army from June to December of 1918 and served as the leader 
of the Seventy-third Coast Artillery Band. From 19^3 to 19^5» 
Barber continued to compose while in the United States Army Air 
Corps in Fort Worth, Texas. Amram entered the military in 1953 
and played the French horn for two years in the Seventh Army
Symphony Orchestra in Germany and Austria. Nabokov, as a 
civilian, worked for the U. S. Army in Europe in an adminis­
trative capacity in the morale division of the Strategic 
Bombing Survey and for two-and-a-half years was Deputy Chief 
of Information Control and Cultural Affairs in Germany fol­
lowing World War II.
Four composers were notably active as conductors. 
Clapp studied conducting in Boston from 1912 to 1914 with 
Karl Muck, conductor of the Boston Symphony Orchestra. En­
couraged to develop his talents as a conductor, he was in­
vited to conduct the Boston Symphony in the premieres of his 
early symphonies. Other orchestras he conducted include the 
New York Philharmonic, and the symphony orchestras of Cleve­
land, St. Louis, and Minneapolis. A projected apprenticeship 
as a conductor of opera in Germany was prevented by the ad­
vent of World War I. In addition to being the conductor of 
the University of Iowa Symphony and Chorus, he was also a 
conductor of the American Orchestral Society in New York in 
1929. Barber was a choral conductor at the Curtis Institute 
for three years, beginning in 1939. Siegmeister served as 
the conductor of the Hofstra Symphony Orchestra in New York 
from 1953 to 1965. Amram began his conducting career with 
concerts of his own works in Texas and New York in 1967 and 
served as the conductor of the Brooklyn Philharmonic Orches­
tra during the spring of 1972.
Five composers were outstanding performers. Gruen­
berg prepared for a career as a concert pianist and made a
concerto debut in Berlin in 1912 with Busoni conducting.
In the same year he began a concert tour of Europe and the 
United States. In spite of his success as a pianist* he 
decided to abandon his performing career in 1919. and on 
return to the United States* he devoted his efforts exclu­
sively to composition. Clapp had a reputation as an accom­
plished pianist and impressed his students with his ability 
to perform piano transcriptions while reading from orchestral 
scores. Castelnuovo-Tedesco, during his first year in the 
United States (1939)» appeared as soloist in his Piano Con­
certo No. 2 with the New York Philharmonic Orchestra under 
John Barbirolli (knighted June 19^9)• Barber considered a 
career as a singer during the 1930s, when he recorded his 
Dover Beach (1931) and gave voice recitals at the Curtis 
Institute, on NBC radio, and in Vienna. Amram, on leaving 
the service, remained in Europe to tour as a horn player un­
der the auspices of the U. S. Department of State, eventually 
residing in Paris where he played with various jazz combos in 
night clubs. Returning to New York in 1955. he performed 
with jazz groups at the Cafe Bohemia and at Birdland. He 
also formed his own jazz ensemble which recorded an album 
for Decca entitled Jazz Studio No. 6t The Eastern Scene.
Important European and American symphony orchestras 
directed by eminent conductors have introduced works of some 
of these composers. After World War I, Gruenberg's music 
was performed by the New York Symphony under Walter Damrosch
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(Hill of Dreams. 1919)t the Cincinnati Symphony under Fritz 
Reiner (Jazz Suite. 1925)8 and the Boston Symphony under 
Serge Koussevitzky (The Enchanted Isle. 1927). Two works 
by Clapp were introduced by the New York Philharmonic under 
Dimitri Mitropoulos (Symphony No. 1, 1952) and the Cleveland 
Philharmonic Orchestra under F. Karl Grossman (Overture to 
a Comedy. 1933)• Castelnuovo-Tedesco's works were introduced 
in Italy by the Florence Orchestral Society under Pizzetti 
(Cipressi. 1921) and in the United States by the Boston Sym­
phony under Koussevitzky (Cipressi. revised 19^0) and the 
New York Philharmonic under Arturo Toscanini (Symphonic Vari­
ations for violin and orchestra, 1928; Concerto for cello 
and orchestra, 1932-1933; and Concerto No. 2 for violin and 
orchestra, 1933)• Some of Nabokov's music was introduced by 
the Boston Symphony under Koussevitzky (Symphony No. 1, 
"Lyrique," 1929)» the New York Philharmonic under Mitropoulos 
(Symphony No. 2, "Biblica," 19^0) and Leonard Bernstein
(Symphony No. 3# "A Prayer," 1967)• and the Philadelphia Or­
chestra under Eugene Ormandy (Prelude. Four Variations, and 
Finale on a Theme of Tchaikowsky. 1968). Two of Giannini's 
works were premiered by the Rochester Philharmonic under 
Howard Hanson (Symphony: In Memoriam Theodore Roosevelt.
1935) and the Cincinnati Symphony and Music Drama Guild 
under Thor Johnson (The Taming of the Shrew, 1953)• Composi­
tions by Siegmeister have been introduced by the Minneapolis 
Symphony under Mitropoulos (Ozark Set. 19*+3» and Wilderness 
Road. 19*+5). the NBC Symphony under Toscanini (Western Suite.
1945)» the Moscow State Philharmonic (Ozark Set, performed 
1945)» the New York Philharmonic under Leopold Stokowski 
(Prairie Legend, 1944, and Symphony No. 1, 194?), the Cleve­
land Orchestra under Lorin Maasel (Symphony No. 4, 1973)» 
and the Denver Symphony with pianist Alan Mendel (Piano Con­
certo, 1976). Barber's Essay No. 1 for orchestra and Adagio 
for Strings (both 1936) were the first works by an American 
composer to be conducted by Toscanini with the NBC Symphony 
in 1938. Barber's Essay No. 3 for orchestra was premiered 
in 1978 by the New York Philharmonic with Zubin Mehta con­
ducting. Amram's compositions have been premiered by the 
New York Philharmonic conducted by the composer (King Lear 
Variations. 1967), the American Symphony Orchestra under 
Kazuyoshi Akyama (Concerto for Wind, Brass, Jazz Quintet, and 
Orchestra, 1970), and the Philadelphia Orchestra under Ormandy 
(The Trail of Beauty. 1976)• The various orchestras and en­
sembles which have introduced Harbison's compositions include 
the Boston Symphony under Joseph Silverstein (Diotima. 1977)» 
the Speculum Musicae in Boston under the composer's direction 
(The Flower-fed Buffaloes. 1978), the Bach Society Orchestra 
at Harvard under Gregory Biss (Sinfonia for Violin and Double 
Orchestra, 1964), the Contemporary Chamber Ensemble in New 
York under Arthur Weisberg (Confinement. 1967)• the Group for 
Contemporary Music at Columbia University under Harvey Soll- 
berger (Cantata I. 1966, and Cantata II. 1967)» and the 
American Composers Orchestra under Gunther Schuller (Piano 
Concerto, 1980).
Commissions for new works were received by most of 
the composers from individuals, musical organizations, uni­
versities, foundations, and churches. Gruenberg's Violin 
Concerto (19***0 » which reflects the influence of black music, 
was commissioned by Jascha Heifetz (b.1901) and introduced 
by him with the Philadelphia Orchestra under Ormandy in the 
year of its composition. Clapp was commissioned by the Chi­
cago World*s Fair to compose his Symphony No. 9 ("The Pio­
neers," 1933)• Both Castelnuovo-Tedesco and Amram received 
commissions from the Park Avenue Synagogue in New York to 
compose sacred services for Sabbath eve in 1950 and 1961, 
respectively. In Paris, Nabokov received a commission to 
compose ballet music for Diaghilev's Ballet Russes de Monte 
Carlos La vie de Polichinelle (193*0® He also was commis­
sioned to write music by the Koussevitzky Music Foundation 
(The Return of Pushkin. 19**7)» the Louisville Orchestra Com­
mission (Symboli chrestiani, 1953)» and the New York Philhar­
monic (Symphony No. 3. 1967)• Among Giannini's numerous com­
missions are those from the IBM Corporation (IBM Symphony. 
1939)» Juilliard School of Music (Prelude and Fugue, 1955® 
for string orchestra), and the Moravian Festival of Bethle­
hem, Pennsylvania (Canticle of the Martyrs. 1956)• During 
the 1970s Siegmeister received commissions for new works 
from the Baltimore Symphony Society (Symphony No. 5® 1971); 
the National Gallery of Art in Washington, D. C. (Piano Con­
certo, 197*+) 1 and from the Shreveport Symphony in Shreveport, 
Louisiana (Shadows and Light. 1975; Fables from the Dark Wood.
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1976, a balleti and Night of the Moonspell. 1976, an opera). 
Isidore and Ann Saslav commissioned the composer to write 
the Double Concerto (1976) for violin and piano. Barber was 
commissioned to write a work honoring the United States Army 
Air Corps (Symphony No. 2, 1944), a work which was revised 
in 1947 and later withdrawn and destroyed, except for the 
second movement, which was revised as a separate composition 
and entitled Night Flight. Works commissioned by the League 
of Composers and the publishing firm, G. Schirmer, Inc., are 
the Piano Sonata (1949) and the Piano Concerto (1962), respec­
tively. Argento received commissions from the St. Paul Phil­
harmonic (Royal Invitation. 1964), the Minnesota Opera (Post­
card from Morocco. 1971. and The Masque of Angels. 1974), the 
Minnesota Orchestra (In Praise of Music. 1977)» and the Uni­
versity of Minnesota (The Voyage of Edgar Allan Poe. 1976). 
Amram has received commissions from the Union of American He­
brew Congregations (Let Us Remember. 1965. a cantata), the 
American Symphony Orchestra (Concerto for Wind, Brass, Jazz 
Quintet, and Orchestra, 1970), and the Philadelphia Orchestra 
(Trail of Beauty. 1976). Commissions for Harbison*s composi­
tions have been awarded by the Rockefeller Foundation (Bermuda 
Triangle. 1970), the Fromm Music Foundation (Elegiac Songs. 
1974), the Koussevitzky Music Foundation (Diotima. 1976), and 
the Santa Fe Chamber Music Festival (Piano Quintet, 1981).
Four composers were also writers. Clapp, who wrote 
a dissertation entitled "Modern Tendencies in Musical Form"
(1911)» contributed reviews to the Boston Transcript of con-
39
certs he had attended both in Europe and the United States 
(1915-1918). Nabokov was the author of three books:
Old Friends and New Music (1951)* Igor Stravinsky (196*0 , 
and Bagazhs Memoirs of a Russian Cosmopolitan (1975)• He 
also wrote numerous articles in many periodicals, e.g.,
Atlantic Monthly. Harper’s Bazaar, Musical America, New 
Republic, and Partisan R e v i e w .5 Siegmeister was the editor 
of three volumes of music and the author of two books on 
music. His first work, edited in collaboration with Olin 
Downes, is entitled A Treasury of American Song (1940, revised 
19^3)• Also in the 1940s, he edited The Music Lover * s Hand­
book (194-3. revised 1973 as The New Music Lover's Handbook) 
and Work and Song (1944). In the 1960s, he was the author of 
Invitation to Music (1961) and Harmony and Melody (1966).
Amram published an autobiography in 1968, entitled Vibrations.^  
Five composers are associated with the founding of 
various musical associations, performance organizations, 
and music festivals. During the 1920s, Gruenberg was one of 
the founders— with Aaron Copland (b.1900), Sessions and 
others— of the League of Composers (1923)• Nabokov, who was 
a promoter of music festivals in various countries, served 
as artistic director and cultural advisor for musical activ-
^Peggy Glanville-Hicks and Bruce Carr, "Nicolas Nabo­
kov," New Grove Dictionary, p. 10.
^David Amram, Vibrations: The Adventures and Musical 
Times of David Amram (New York: The Macmillan Company, 1952).
ities in France, Italy, Japan, Germany, and Iran. As 
secretary general of the Congress for Cultural Freedom, 
he organized three festivals* Masterpieces of the Twentieth 
Century (1952, Paris), Music in Our Time (195**» Rome), and 
East-West Music Encounter (1961, Tokyo)• Beginning in 1963, 
he held two posts at the same time in West Berlin, those 
of cultural advisor to Mayor Willy Brandt (until 1966) and 
artistic director of the annual Festival of the Arts (until 
1968). In 1969 he directed the Tehran Festival in Iran. 
Siegmeister helped establish a number of musical organiza­
tions beginning in the 1930s, e.g., the Young Composers 
Group (1933), and the American Ballad Singers (1939) with 
which he toured the United States between 1940 and 19^5- 
In the 1960s, he organized the Pro-Arte Orchestra (1965) at 
Hofstra University. More recently he initiated the National 
Black Music Competition and Colloquium (1979-1980) at the 
Kennedy Center for the Performing Arts in Washington, D. C. 
Argento was a founder of the Minnesota Opera in 1964. Amram, 
in 1975, led a program of international music in Kenya for 
the World Council of Churches under the auspices of the U. S. 
State Department.
Three composers held important offices in profes­
sional organizations and broadcasting. Gruenberg served as 
president of the American section of the International Soci­
ety for Contemporary Music (1923)• Siegmeister was Vice- 
President of the Composers and Lyricists Guild (1965-1968), 
and a member of the board of directors of the American
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Society of Composers, Authors, and Publishers (1977)•
Nabokov was the chief of the first Russian unit of the 
Voice of America (1947).
Each composer has been active as an educator, viz.» 
as teacher or lecturer at various music schools, or privately. 
Gruenberg was a piano teacher at the Vienna Conservatory of 
Music (1912-1918) and later served as head of the composi­
tion department at the Chicago Musical College (1933-1936)• 
Clapp's career as a teacher began with a one-year teaching 
fellowship at Harvard (1911-1912) and an instructor's posi­
tion at the Middlesex School for Boys in Concord, Massachu­
setts (1912-1914). He held administrative positions at the 
School of Music in Gloucester, Massachusetts (1914-1915)* 
Dartmouth College in Hanover, New Hampshire (1915-1918)1 the 
University of Iowa (1919-1954), where he served as director 
for thirty-five years until his death1 and at the Juilliard 
School of Music Extension Division (1927-1928)• He was a 
lecturer at Boston University (1915-1918) and the University 
of California at Berkeley (summers 1926, 1929) and at Los 
Angeles (summer 1927). Castelnuovo-Tedesco joined the faculty 
of Los Angeles Conservatory of Music in 1946, where his pupils 
included Andre Previn (b.1929) and Henry Maneini (b.1924).
In 1959 he was visiting professor at Michigan State Univer­
sity, where he taught courses in opera. In Paris, Nabokov 
earned his living by teaching languages and literature 
privately. In the United States he was a teacher at Wells 
College in Aurora, New York (1936-1941), St. John's College
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in Annapolis, Maryland (1941-1944), and the Peabody con­
servatory in Baltimore, Maryland (1947-1952)• As a lec­
turer on music, he held positions at New York State Uni­
versity in Buffalo, New York (1970-1971) and New York 
University (1972), Giannini began his life-long association 
with the Juilliard School of Music in 1939 as a teacher of 
composition, orchestration, and theory. In addition to his 
work there, he was also appointed professor of composition, 
fugue, and orchestration at the Manhattan School of Music 
in 1941. A third concurrent appointment was accepted as 
professor of composition at the Curtis Institute of Music in 
Philadelphia (1956-1964). He also held important administra­
tive positions, including those of Dean of the Advanced Divi­
sion at Brevard Music Center in North Carolina (summer, 1962)j 
President of the North Carolina School of the Arts at Winston- 
Salem in 1964, where he created a summer school affiliated 
with the Chigi Academy in Siena, Italy? and director of a 
special repertoire project financed by the U. S. Office of 
Education. Siegmeister taught at various institutions in 
New York during the 1930st namely, Brooklyn College, the New 
School for Social Research, and the Metropolitan Music School. 
After one year as visiting lecturer at the University of Min­
nesota in Minneapolis (19^8), he joined the faculty of Hofs- 
tra University in Hempstead, New York. Barber became a mem­
ber of the faculty of the Curtis Institute in 1939 for a 
three-year period as professor of composition. Raphling
taught piano at the Chicago Musical College from 1934 to 1945
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and later in New York City at Greenwich House from 1946 to
1962. Argento has been associated with the University of 
Minnesota since 1958 as professor of composition and opera 
history. Although Amram has not served on the faculty of 
any institution, his work as an educator in the areas of 
jazz, folk music, and ethnic music of eastern countries 
has been televised by the Public Broadcasting Service ("The 
World of David Amram," April 1978)• Harbison began teaching 
at the Massachusetts Institute of Technology at Cambridge in 
1969 and was made a full professor of music in 1979•
Four composers received positions as composer-in- 
residence with various orchestras, universities, and summer 
music schools. Nabokov was appointed to such a position at 
the Aspen Institute of Humanistic Studies in Colorado during 
the summers from 1970 to 1973® Siegmeister held a position 
in this capacity at Hofstra University from 1966 to 1976.
Amram was the first composer-in-residence of the New York 
Philharmonic Orchestra (1966-1967). Harbison was composer- 
in-residence at Reed College in Portland, Oregon, on a grant 
from the Ford Foundation (1968-1969)9 and, on leave of absence 
from Massachusetts Institute of Technology in 1981, at the 
American Academy in Rome and the Santa Fe Chamber Music 
Festival in New Mexico.
Numerous honors have come to many of the composers, 
e.g., election to honorary societies, the awarding of medals, 
diplomas, prizes, and fellowships. Gruenberg was elected to 
the National Institute of Arts and Letters in 194?. Clapp
was honored by the Bruckner Society with the Bruckner Medal 
of Honor (1940) and the Mahler Medal of Honor (1942). Cas­
telnuovo-Tedesco received the Academic Diploma of Master 
Composers from the Reale Academia Filharmonica in Bologna 
in 1966. Nabokov was honored by the Federal Republic of 
Germany with the Commander's Cross of the German Order of 
Merit (1973)• Giannini was awarded the Prix de Rome in 
1932. Siegmeister received two awards in 1978s namely, a 
Guggenheim Fellowship and an award from the American Academy 
and Institute of Arts and Letters. Barber was awarded the 
Pulitzer Traveling Fellowship and the Prix de Rome in 1935, 
which enabled him to travel to Europe to conduct and compose. 
In 1945 he received a Guggenheim Fellowship and returned to 
Europe again. He was awarded the Pulitzer Prize in 1958 for 
his opera Vanessa (1957) and also in 1963 for his Piano Con­
certo (1962)® Argento was given the Pulitzer Prize in 1975 
for his composition for voice and piano entitled From the 
Diary of Virginia Woolf (1974)• He was a recipient of two 
Guggenheim Fellowships (1957# 1964), which he used to provide 
more time for composing. In 1980 he was elected to the Ameri­
can Academy and Institute of Arts and Letters. Harbison re­
ceived a three-year, non-teaching fellowship from Harvard in
1963. Among his other honors are the Creative Arts Award 
(1971) from Brandeis University in Waltham, Massachusetts; 
an award (1973) from the American Academy and Institute of 
Arts and Letters, and a Guggenheim Fellowship (1977-1978).
The Kennedy Center-Friedheim Award was given for his Piano
Concerto (1981).
Four composers were active in writing film scores. 
Gruenberg moved to California in the 1940s where he became 
an expert in writing music for films* e.g.* The Fight for 
Life (1940), So Ends Our Wight (1941), and Commandos Strike 
at Dawn (19*0)» Castelnuovo-Tedesco was active in Hollywood 
from the 1940s to the mid-1950s as a composer for films, the 
better-known examples being And Then There Were None (1945), 
The Loves of Carmen (1948)* and The Mask of the Avenger 
(1951)® Siegmeister wrote music for the film They Came to 
Cordura (1959)• Amram's scores for motion pictures include 
Splendor in the Grass (1961)* The Manchurian Candidate (1962), 
and The Arrangement (1969).
Three composers are notable for their use of jazz 
elements and Negro spirituals in their musics Gruenberg, 
Siegmeister, and Amram. Gruenberg began to utilize elements 
from American jazz in some of his earliest works, e.g., 
Jazzberries (1925) for piano and Jazzettes (1926) for violin 
and piano. By the latter year, Gruenberg had harmonized and 
published four volumes of Negro spirituals. According to 
Carleton Sprague Smith, "Gruenberg took the view that the 
American composer best achieved individual expression by 
developing native resources and himself turned to jazz and 
spirituals.Siegmeister*s earliest music is characterized 
by dissonance, drama, and the use of jazz elements, e.g.,
"^Carleton Sprague Smith, "Louis Gruenberg," New Grove 
Dictionary, p. 760.
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the Theme and Variations (1932) for piano. Nicolas Slo-
nimsky states that "from the outset, ^Siegmeister] adopted
an extremely dissonant harmonic idiom and a quasi-tonal
melos. with the intervallic stress on minor seconds, major
sevenths, and minor ninths."9 Amram, who promotes his own
compositions at his concerts, is a propagandist for folk
music and ethnic music. One of the most important influences
on his work as a composer has been jazz.*0
Other characteristics of the music of each composer
have been cited by various writers. As a composer, Clapp's
choice of musical structures and the presentation of his
material are influenced by a romantic style which employs
modem concepts.** According to Dorothy Holcomb,
Clapp's harmony derives directly from that of 
Wagner, Mahler, Strauss, and Debussy; his orchestra­
tion is remarkably clear, and his textures are gener­
ally homophonic, particularly in the symphonies. He 
favoured established forms, often treating themes 
cyclically.12
Castelnuovo-Tedesco's earliest compositions have been labeled
®0liver Daniel, "Elie Siegmeister," New Grove Diction­
ary, p. 2 9 8.
9Nicolas Slonimsky, "Elie Siegmeister," Baker's Bio­
graphical Dictionary, pp. 1600-1601.
lOoiiver Daniel, "David Amram," New Grove Dictionary.
P. 332.
UDavid Ewen, "Philip Greeley Clapp," American Composers, 
p. 132.
*^Dorothy Holcomb, "Philip Greeley Clapp," New Grove 
Dictionary, p. 426.
^7
as impressionistic3^  (cielo di Settembre. 1910, and Questo 
fu il carro della morte, 1913, both for piano). His early 
attempts to write vocal music produced a few songs and the 
highly successful opera, La mandragola (1920-1923), premiered 
in Venice on May 1926. At this time, a second style of 
writing emerged as neoromanticism, e.g., Tre Corali (1926) 
for piano. Ewen speaks of this change in these words:
[His] former impressionistic tendencies were now 
replaced by a neoromanticism . . . that adhered to a 
basic tonality which for the most part adopted a con­
servative posture (though dissonances were sometimes 
left unresolved, and forbidden consecutive fifths were 
sometimes not avoided).
The music of Nabokov has been described by Peggy Glanville- 
Hicks and Bruce Carr as "basically lyrical, but his music 
shows strong dramatic powers and unusual orchestral elo­
quence. "15 Slonimsky notes his "cosmopolitan style, with 
an astute infusion of fashionable bitonality."*6 Giannini, 
best known for operas, may be described as a conservative, 
because his works reflect his predilection for eighteenth- 
century bel canto and nineteenth-century opera. His Italian
lyricism and use of exciting ensembles and choruses are char-
13David Ewen, "Mario Castelnuovo-Tedesco," American 
Composers, p. 114.
l4Ibid_.» p. 115.
15peggy Glanville-Hicks and Bruce Carr, "Nicolas Na­
bokov," New Grove Dictionary, p. 10.
1^Nicolas Slonimsky, "Nicolas Nabokov," Baker’s Bio­
graphical Dictionary, p. 1215.
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acteristic of his music, the earliest works showing the in­
fluence of Italian verismo. Much of his music is neoroman­
tic, although the texture and form of his compositions draw 
principally on baroque models.*7 Siegmeister expanded his 
style from a dissonant jazz idiom (see page 46) to include 
the use of long melodic lines derived from American folk 
music, e.g., Prairie Legend (1944), inspired by the American 
countryside. He continued to write this way until the 1950s, 
when he turned to an international style free of national 
associations. Barber has been called a classicist because 
of his use of traditional forms in his instrumental composi­
tions and orchestral works, e.g., fugue in his Piano Sonata, 
and passacaglia in his Symphony No. 1 (1936). He is also 
called a romanticist because of the lyrical and dramatic 
qualities of his music, yet complex sonorities and chromati­
cism are also characteristic of his work. Other distinctive 
elements of his style are his long melodic lines, the care­
ful setting of texts, and his exploitation of instrumental
18color and technique. That Raphling's music is dissonant 
and rhythmically, harmonically, and contrapuntally complex 
is in keeping with his two piano transcriptions of major 
twentieth-century compositions by Igor Stravinsky (1882-1971),
!7w. Thomas Marrocco, "Vittorio Giannini," New Grove 
Dictionary, p. 399.
l®Richard Jackson, "Samuel Barber," New Grove Diction­
ary, p. 134.
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viz., The Rite of Spring (1975) and The Firebird (1984).*9 
The music of Argento employs a wide range of compositional 
techniques from procedures involving melody and traditional 
harmony to serial techniques. However, he is noted primarily 
for his exceptional ability to write vocal music in operatic 
settings, where he excells in musical characterization in 
opera buffa style. According to Slonimsky,
Argento has developed a style that is constructively 
eclectic, ranging from expansive Italianate cantabile to 
tense and acerb polyphony; by the nature of his talent 
he is most successful in vocal compositions, particularly 
opera.20
Amram, whose style of writing frequently includes jazz, also 
wrote compositions which reflect his interest in Jewish and 
Indian music, e.g., the Sacred Service for Sabbath Eve (1961) 
and The Trail of Beauty (19?6), respectively. Ewen has 
described him as a traditionalist because his music is 
"tonal, diatonic, lyrical, [and]] occasionally dissonant."21 
Harbison, whose music is often harmonically complex, began 
his career as a writer of chamber music, e.g., Confinement 
(1965)» for 12 instruments. Ewen states that
[His]] earlier works, of which Confinement was the 
most characteristic, deal with symmetrical, closed forms 
and twelve-tone structures, processes which virtually 
disappear in the works of the next d e c a d e . 22
19fiarbara Jepson, "Piano Transcriptions Stage A Come­
back," Keyboard Classics. September-October 1984, p. 32.
20Nicolas Slonimsky, "Dominick Argento," Baker*s Bio­
graphical Dictionary, p. 52.
2lDavid Ewen, "David Amram," American Composers, p. 18. 
22ldem, "John Harbison," American Composers, p. 306.
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In the mid-1960s and continuing into the eighties, Harbison 
also composed numerous vocal compositions, among which are 
Autumnal (1964), Elegiac Songs (1974), and Mottetti di 
Montale (1981).
Although each composer has written at least one 
opera based on Shakespeare, three composers are noteworthy 
for their incidental music to Shakespeare*s plays and their 
songs based on Shakespearean textsi Castelnuovo-Tedesco,
Amram, and Harbison, Castelnuovo-Tedesco composed overtures 
to seven plays1 namely. The Merchant of Venice (1933)» Julius 
Caesar (1934), A Midsummer Night*s Dream (1940), King John 
(194l), Antony and Cleopatra (194?), Coriolanus (1947), and 
As You Like It (1953)• His vocal settings of the songs in 
the plays and other poetry are entitled Thirty-three Shake­
speare Songs (1921-1925) and Shakespeare's Sonnets (1944- 
1945). Amram, who was highly prolific in writing music for 
the New York Shakespeare Theater (1956-1961), wrote music 
for fifteen playst Antony and Cleopatra. As You Like It. 
Henry VI. Julius Caesar, Macbeth. Measure for Measure. A Mid­
summer Night's Dream. Much Ado About Nothing. Othello. Richard 
III, Romeo and Juliet. The Taming of the Shrew. Titus Androni- 
cus. Twelfth Wight, and The Two Gentlemen of Verona. Begin­
ning in 1959, he composed incidental music for three plays at 
the Phoenix Theater, also in Hew York* Hamlet. I Henry IV. 
and 2 Henry IV. In 1968 he made a vocal setting of the songs 
in a work entitled Songs from Shakespeare. Two of his in-
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struraental works which bear Shakespearean titles are the 
Shakespearean Concerto (I960, for oboe, two horns, and 
strings) and the King Lear Variations (1966, for woodwinds, 
brass, percussion, and piano)• Harbison wrote one work for 
strings entitled Incidental Music for *The Merchant of Venice* 
(1971) and a group of songs entitled Shakespeare Series 
(1965).
Gruenberg excelled in the writing of music for the 
stage. One of the composer*s best dramatic works, the opera 
The Emperor Jones, was produced at the Metropolitan Opera 
in 1933 for a total of eleven performances in the first two 
seasons. However, this work, which includes Negro spirituals, 
has been described as being "more like a play with sound- 
effects than an o p e r a . "23 The opera was revived on February 
9, 1979* by the Michigan Opera Company. Gruenberg wrote 
three "children's operas" (The Witch of Brocken. 1912* The 
Sleeping Beauty. 1922* and Jack and the Beanstalk. 1929)» 
a radio opera (Green Mansions. 1937), and an opera called a 
"mystery play" (The Miracle of Flanders. 19^5)• The remain­
ing operas are entitled The Bride of God (1913)9 The Dumb 
Wife (1921), Helen of Troy (1936), Volpone (19^5» after Ben 
Jonson), and Antony and Cleopatra (i9 6 0, after Shakespeare). 
According to Robert Nisbett, an authority on Gruenberg, the 
composer considered the last-named work to be his most im-
23Carleton Sprague Smith, "Louis Gruenberg," New Grove 
Dictionary, p. 7 6 0.
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portant w o r k .2** For possible future performance, a new 
copy of the score and parts is currently being prepared 
for the Edwin A. Fleisher Collection of orchestral music 
at the Free Library of Philadelphia by Sam Dennison and 
his s t a f f .^5 a  short score of this unpublished and un­
produced work is held by the New York Public Library at 
Lincoln Center.
Clapp wrote two operas: viz., The Taming of the 
Shrew (1948) and The Flaming Brand (1949-1953)• Neither 
has been published or produced.
Castelnuovo-Tedesco wrote five operas, two of 
which brought him early recognition as a composer, e.g.,
La Mandragola (1920-1923) and Bacco in Toscana (1925-1926). 
Over thirty years later, the composer worked at the same time 
on two Shakespearean operas, All"s Well That Ends Well 
(1955-1958) and II mercante di Venezia (1956)• His last 
opera, The Importance of Being Earnest (1962), is based on 
Oscar Wilde*s play. Of the Shakespearean operas, only II 
mercante di Venezia has been published (in Italian)• All’s 
Well That Ends Well, which has not been produced, appears in 
manuscript in both English and Italian. According to Nick 
Rossi of Florence, Italy— an authority on the music of
^Personal letter from Robert Nisbet to the writer,
24 August 1984.
^Personal letter from Sam Dennison to the writer,
7 September 1984.
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Castelnuovo-Tedesco— -"All8 s Well That Ends Well was composed 
to the original English text* and then simultaneously trans­
lated into Italian by the composer."26
Nabokov wrote two operass Rasputin's End (1958)» 
formerly called The Holy Devili and the Shakespearean opera, 
Love'a Labour*s Lost (1970 ), the composer's last major work, 
based on a libretto by W. H. Auden and Chester Kallman. The 
latter opera was given two performances by the Deutsche Oper 
in 1973s the premiere at the Theatre Monnaie in Brussels, 
Belgium, on February 7, and a second performance in West Ber­
lin on September 13. The orchestration of this work was a 
collaboration between the composer and one of his colleagues, 
Harold Byrns. According to the publisher,
Mr. Nabokov [did not make} the orchestration himself, 
but [in collaboration]with his friend, the conductor 
Harold Byrns, who died in 1977 in Berlin. Byrns made 
the instrumentation for the first production of this 
opera. It was Mr. Nabokov's idea to make a new orches- 
tration for smaller orchestra by himself, but as far as 
we know, this score [was] not finished before his death.2?
Nine operas were written by Giannini and are entitled 
Lucedia (193*0 » The Scarlet Letter (1937)» Flora (1937)>
Beauty and the Beast (1 9 3 8 ) ,  Blennerhasset (1940), Rehearsal 
Call (1 9 5 1 )» The Taming of the Shrew (1 9 5 3 )» The Harvest 
(1 9 6 1 ) ,  and The Servant of Two Masters ( 1966) • Giannini's 
Shakespearean opera is not only his most successful opera
^Personal letter from Nick Rossi to the writer,
13 November 1984.
^Personal letter from I. N. Schmidt of Bote and Bock 
to the writer, 31 July 1984.
but also his roost successful work. The libretto, by the 
composer and Dorothy Fee, utilizes supplementary material 
from the Sonnets and Romeo and Juliet. Odean Long, re­
search coordinator for the Shakespeare Music Catalogue, has 
identified additional passages, lines, or phrases from The 
Merry Wives of Windsor. A Midsummer Night*s Dream, the poem 
Venus and Adonis, and nine Sonnets (numbers 3^» 57, 61, 91, 
95• 137* 148, 150, and 151) The first performance was 
given on January 31® 1953® in Cincinnati, Ohio, by the Cin­
cinnati Music Drama Guild and the Cincinnati Symphony under 
the direction of Thor Johnson. Ewen describes the opera in 
this way:
To a text of exceptional beauty, offered in Shake­
speare* s own words, Giannini created an ebullient,
witty, insouciant score, skillfull in its contrasts 
and climaxes and spilling over with gay or poignant 
Italianate melodies, sprightly ensemble numbers in 
the tradition of opera buffa and Verdi* s Falstaff.
and sensitive in its balance between voices and
orchestra.29
Originally commissioned by NBC for television performance, 
the work was televised on March 13® 195^® receiving the 
Music Critics Circle Award at that time. Writing in the 
New York Times. Harold Taubman described the performance 
in these words: "There is crispness and point in this music 
as it speeds the action, and it does not hesitate to pause
2®Personal letter from Odean Long to the writer,
13 August 1984.
29oavid Ewen, "Vittorio Giannini," American Composers.
p. 2 5 6.
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and sing with sentiment in a shamelessly old-fashioned 
way."30 Another performance of The Taming of the Shrew 
was given by the New York City Opera on April 13. 1956.
The work was later revived for two performances in August 
1979 by the Wolf Trap Opera Company at the Filene Center 
of Wolf Trap Farm Park for the Performing Arts. John 
Demain, former resident conductor of the Houston Grand 
Opera* conducted these performances.31
In addition to his operas, Siegmeister has written 
two plays with music entitled Doodle Dandy of the U.S.A.
(19^2, a children's play) and Sing Out Sweet Land (1944) • 
both consisting largely of American folk ballads adapted 
and orchestrated by Siegmeister. Among the works designated 
as operas are Darling Carie (1952)* televised in 1956 by 
the Canadian Broadcasting Company; Miranda and the Dark 
Young Man (1955)? The Mermaid in Lock No. 7 (1956)? The 
Plough and the Stars (1963# revised 1969). performed by 
the Louisiana State University Opera on May 13. 1970;
Night of the Moonspell (1976); and The Marauesa of 0. (1980). 
The opera, Night of the Moonspell. is based on Shakespeare's 
A Midsummer Night's Dream. The librettist for this work was 
Edward Mabley, who provided texts for other large works by 
the composer, e.g., The Mermaid in Lock No. 7. the cantata
30Quoted by David Ewen, op. cit.. p. 2 5 6.
31personal letter, fall 1984, from Peter Russell, 
administrator. Wolf Trap Opera Company, Vienna, Virginia, 
to the writer.
5 6
I Have a Dream (196?)• and The Plough and the Stars. A re­
view of the first performance on November 14, 1976, in 
Shreveport, Louisiana, appeared in the Shreveport Times, 
as follows*
Night of the Moonspell [is] a sometimes fascinating, 
always interesting work. . . . It could conceivably be­
come one of the very few twentieth-century American 
operas to find a home in the repertoire of the national 
opera companies, , • • Siegmeister has a great ear for 
orchestral color, and he uses it to great effect. . . .
He has also given us some wonderfully dramatic ensembles.
A critic from Opera News also attended the premiere and
praised Siegmeister* s music as "an ingenious composition
of beautiful sonorities, powerful and illuminating effects,
and solid dramatic integrity."33
One of Barber* s major works is his first opera,
Vanessa (1957)» in four acts, to a libretto by Gian Carlo
Menotti (b.1911)• Important performances of this work have
been given at the Metropolitan Opera in New York and the
Salzburg Festival in the 1958-1959 season, and again at the
Metropolitan during the 1964-1965 season. Winthrop Sargeant,
music critic for New Yorker magazine, praised Barber as "an
American composer with sufficient knowledge of and feeling
for the great international operatic tradition £to^ | turn out
a near masterpiece in this genre."3^ The composer's subse-
32Mark Melson, "Symphony Opera Premiere Success,"
The Shreveport Times. 15 November 1976, Section B, p. 12.
33Harlan Snow, Opera News. 4l/l4, 12 February 1977,
p. 66.
3^Quoted by Richard Jackson, "Samuel Barber," New Grove 
Dictionary, p. 134.
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quent work for the stage, A Hand of Bridge (1959) for four 
solo voices and chamber orchestra, was composed on a smaller 
scale. As Vanessa had been Barber"s largest work in the 
1950s, so another opera was his largest work in the 1960s—  
Antony and Cleopatra (1966). However, this work, unlike the 
other, was a failure at its first performance. Set to a 
libretto by Franco Zeffirelli (b.1923)» Antony and Cleopatra 
was commissioned by the Metropolitan Opera for the opening 
of its new building at Lincoln Center on September 16, 1966. 
Of this occasion, Richard Jackson states that
The most prominent factor in the opera's failure 
was the production, designed and directed by Zeffirelli.
. . . With highly elaborate sets and costumes, a large 
chorus, dancers, hundreds of supernumeraries and live 
animals, the production was decidedly old-fashioned, 
clumsy, and often confused.35
More particulars of the opening night are provided by Ewen
in these words»
The failure of the revolving stage to function 
properly, together with various stage mishaps and 
unfortunate last-minute stage adjustments, spelled 
doom for the opera, which was severely criticized 
and summarily dropped from the repertoire after that 
season.36
Another critic, present at the premiere performance, observed 
the effects of the staging difficulties on the success of 
the musics
35Richard Jackson, "Samuel Barber," New Grove Diction 
ary, p. 13^.
36oavid Ewen. "Samuel Barber." American Composers.
P. 36. ------------ -----
Throughout the evening there was a recurrent 
impression that Barber's music, rich in substance 
and sometimes very engaging, was being submerged 
beneath the glitter and complexity of the spectacle.37
Nearly nine years were to elapse before a second performance 
was given with some measure of success, this time in a re­
vised and shortened version by the composer and Menotti.
With simpler staging this performance took place at the 
Juilliard American Opera Center in New York on February 6 , 
1975* A recent performance during the Spoleto Festival of
Two Worlds in July 1984 was recorded (see footnote, p. 358). 
Only one of Raphling's operas is published! namely,
President Lincoln (1962). Among his unpublished works are
Liar, Liar (1950), a children's musical; Tin Pan Alley
(1953); Johnny Pye and the Fool-Killers (1966); Nathan the
Wise (1976); Prince Hamlet (1975)» after Shakespeare; and
Les femmes savantes (1980), a f t e r  M o l i e r e . 38 Prince Hamlet
has never been performed.
The twelve operas of Argento, written over a period
of twenty-five years, are entitled Sicilian Limes (195*0#
withdrawn; The Boor (1957)» after Chekov; Colonel Jonathan
the Saint (1961), composed in Florence; Christopher Sly
(1963), after Shakespeare's The Taming of the Shrew; The
Masque of Angels (1964), a religious comedy; The Shoemaker's
Holiday (1967), after Thomas Dekker's Renaissance comedy;
37Desmond Shawe-Taylor, quoted by Richard Jackson, 
"Samuel Barber," New Grove Dictionary, p. 134.
38personal letter from Sam Raphling to the writer, 
1 February 1985*
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Postcard from Morocco (1971)* A Waterbird Talks (197*0» a 
monodrama; The Voyage of Edgar Allan Poe (1976)® Miss Havi- 
sham's Fire (19?8)| Miss Havisham's Wedding Night (1980), 
a monodrama? and Cassanova's Homecoming (198*0• The Shake­
spearean opera, Christopher Sly, received its premiere per­
formance on May 31» 1963# at Scott Hall on the campus of the 
University of Minnesota in Minneapolis. Critic John K. Sher 
man of the Minneapolis Star reviewed the performance and 
states that
Argento has written a most clever score fully in 
the frolicsome spirit of the burlesque, with chattering, 
snickering instruments, quirky rhythms, some parodies 
of madrigal style, and stage ensembles of intricate 
interweaving of voices. It is fine comedy music, clown­
ish and fast, with few pauses for melody as such, and 
demanding quick-witted coordination from the singer- 
actors.39
Subsequent performances include a concert reading of the 
opera by the Western Opera Theater in San Francisco on May 
27, 1969, and a performance by the Eastman Opera Theater in 
Rochester, New York, on February 2 5, 1972. The composer 
himself has expressed his feelings about the opera and the 
performances it has received*
I have particular recollection of the premiere 
performance* it wasn't very good because the music 
fraternity here at University of Minnesota put it on? 
not one voice major was involved except Mr. Vera Sutton 
(Lord)? the numerous ensembles were very shaky? the 
set was rather inadequate and the orchestra pretty 
scrappy. Still it was a lot of fun and the audience 
enjoyed [it]. I attended the San Francisco 'reading,'
39john K. Sherman, "Christopher Sly Fine Frolic," 
Minneapolis Star. Minneapolis, Minnesota, 1 June 1963.
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but I have only seen one other staging of the work—  
a few years ago at Drake University. My biggest regret 
is that I've never seen a production by a professional 
company with decent voices and actors; unfortunately 
it is usually performed by opera workshops with students 
not quite up to it.^0
Amram has written two operast The final Ingredient 
(1965) * composed for ABC television; and Twelfth Night 
(1968), after Shakespeare. The latter, one of the composer*s 
most successful works, was produced by the Lake George Opera 
Festival in New York on August 1, 1968. In this opera, 
which is set in a neo-Elizabethan style, Amram displayed 
his gift for comedy in music. Enthusiasm for the work at 
its first performance is reflected in a review by Jake 
Sherman of The Times Union of Albany, New York, which states 
that
It isn't often a reviewer gets a chance to praise 
something to the skies, but that's exactly the case 
with David Amram's Twelfth Night. This new work, given 
its world premiere . • . by the Lake Geprge Opera Com­
pany, is pure joy from start to finish.
Harbison has written two operast Winter* s Tale (197*0 
and Full Moon in March (1977)• Excerpts from the Shake­
spearean opera were heard in Cambridge, Massachusetts, on 
October 8, 197**. A complete performance of the opera took 
place on August 20, 1979. by the San Francisco Opera. Accord- 
to the music critic of the San Francisco Examiner.
^Personal letter from Dominick Argento to the writer,
29 March 1985.
**ljake Sherman, The Times Union. Albany, New York, 
quoted in the piano/vocal score of David Amram, Twelfth 
Night (New York* C. F. Peters Corporation, 1968), back cover.
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Inside John Harbison's brief 'Winter's Tale' there 
is* one suspects, a large work struggling to get out.
. • • This new work has lofty aims, both dramatically 
and musically, and the composer often realizes them in 
striking fashion. [The work] seems really to be two 
operas, musically speaking. The first is a melodically 
jagged, harmonically dense portrait of a man in anguish, 
the second a lyrical, altogether more 'operatic' pastoral 
study of young love. . . . There was no question but that 
Act 2 found greater favor with the . . . audience [for 
itsj greater melodic accessibility, peasant dance, and 
chorus. . . . The most successful aspect of [the opera] 
is the way in which the composer skillfully underlines 
the dramaturgy of the libretto.^2
Since 195^ six of the eleven composers died in vari­
ous American cities at ages ranging from sissty-two to eightyi 
Clapp (in Iowa City, Iowa, on April 19, 195^» at the age of 
sixty-six), Gruenberg (in Los Angeles, California, on June 
9, 196^, at the age of eighty), Giannini (in New York City 
on November 28, 1966, at the age of sixty-two), Castelnuovo- 
Tedesco (in Los Angeles, California, on March 16, 1968, at 
the age of seventy-three), Nabokov (in New York City on April 
6, 1978, eleven days before his seventy-fifth birthday), and 
Barber (in New York City on January 23, 1981, a few weeks 
before he was to be seventy-one)•
Of the composers still living, the oldest is seventy- 
six (Siegmeister), the youngest forty-seven (Harbison). Sieg­
meister, who has been Professor Emeritus of Hofstra University 
since 1976, currently resides at his home in Great Neck, New
York. Raphling, living in New York City, is seventy-five
^2Kichael Walsh, "The Winter's Tale Is Refreshing 
Opera," San Francisco Examiner. 21 August 1979, p. 18.
and continues to compose and take an active part in the 
publication and performance of his music. Argento, who 
is presently fifty-nine, is still on the faculty of the 
University of Minnesota, where he teaches and composes. 
Recently married, Amram is active as a composer in New York 
at the age of fifty-six. Harbison remains on the faculty 
of Princeton University and serves as composer-in-residence 
for various music festivals.
CHAPTER III 
FESTIVE COMEDIES It THE TAMING OF THE SHREW
. . . Frame your mind to mirth and merriment,
Which bars a thousand harms and lengthens life.*
MESSENGER
Three operas by American composers are based on 
Shakespeare*s play The Taming of the Shrew* Christopher Sly 
(1963) by Dominick Argento, The Taming of the Shrew (19^8) 
by Philip Greeley Clapp, and The Taming of the Shrew (1953) 
by Vittorio Giannini. Although the play consists of an 
induction (introductory scenes) and five acts, Giannini 
omits the induction from his opera, while Argento bases his 
entire work on this part of the play. Clapp, on the other 
hand, sets selected texts from the entire play. Therefore, 
the following grouping for discussion of these three works 
is presented in two units*
1. The opera of Argento and the induction of Clapp* s 
opera.
2. Giannini*s opera and the remaining three acts of 
Clapp's opera.
*The Taming of the Shrew (Ind* ii* 36-37)* Hardin 
Craig, The Complete Works of Shakespeare, revised edition, 
David Bevington, eel. (Glenview, Illinois* Scott, Foresman, 
and Company, 1973). p. 159.
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An Opera and an Introduction to an Opera 
Based on the Induction of 
The Taming of the Shrew
In contrast with Argento, whose text for Christopher 
Sly is the work of John Manlove, Clapp is the author of his 
own libretto* He employs the same characters as Shakespeare, 
while Manlove, in addition to these, introduces new charac­
ters. Contrary to Clapp, who quotes from Shakespeare almost 
verbatim, Manlove borrows some lines from the play but in­
cludes new dialogue extensively, not only for the characters 
he has added, but also for those of Shakespeare. For example, 
two persons whose names are mentioned in the play but who do 
not have parts become active characters in Manlove's libretto, 
e.g., Peter Turph and Henry Pimpernell (Indt iit 6).
A parallel list of characters from each opera with 
their voice classification follows:
Name
Lord
Christopher Sly
Hostess
Page
Players
Huntsmen
Servants
Peter Turph
Henry Pimpernell
Ladies
Officer of the law 
Musicians
The Taming of the 
Shrew (Clapp)
baritone
baritone
soprano
soprano
tenors
tenors
mixed chorus
(omitted)
(omitted)
(omitted)
(omitted)
(omitted)
Christopher Sly 
(Argento!
tenor
bass-baritone
mezzo-soprano
soprano
(omitted)
baritone, 2 tenors 
baritone, 2 tenors 
tenor
bass-baritone
sopranos
mute
mutes
A comparison of the voice classification for individual roles 
indicates that Argento achieves a greater variety. For ex­
ample, the lord and Sly are designated as tenor and bass-
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baritone9 respectively, and the Hostess and Page as mezzo- 
soprano. However, the classifications are for his complete 
list of characters for an entire opera, while those of Clapp 
reflect only the voices called for in the preliminary scenes 
to a longer work. Argento also employs some singers in more 
than one role, e.g., the three Huntsmen serve as the three 
Servants in a subsequent scene. The Players are omitted, 
since, unlike the play, Manlove*s libretto does not treat the 
induction as a prelude to The Taming of the Shrew. Four new 
singing roles are includedi Sly's creditors Peter Turph and 
Henry Pimpernell, and two unnamed female companions of the 
lord. Non-singing characters in the opera are the Officer 
of the Law and the Musicians.
According to Shakespeare's induction, Christopher 
Sly is found dead drunk by a lord who contrives to play a 
practical joke on him and has him carried to the nobleman's 
bedchamber and placed in rich surroundings. When Sly awakes, 
he is surrounded by attendants— including a page disguised 
as his wife— who congratulate him on his recovery from a 
long period of insanity. A company of itinerant players 
prepare to perform a comedy for him to induce merriment and 
to prevent a return of his malady.
Clapp's variance from the original text is largely 
by way of omitting lines, or parts of lines, and changing 
the sequence of phrases within a sentence. The underlined 
portions in the following excerpt from the opening lines 
of the play are used in the opera and illustrate the
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extent to which Shakespeare's text constitutes the text 
of the libretto.
SLY
I'll pheeze you, in faith. (Note* Clapp's text reads:
"In faith I'll pheeze you.") 
HOSTESS 
A pair of stocks, you rogue I
SLY
Y'are a baggages the Slys are no roguesi 
look in the chronicles; we came In with Richard 
Conqueror. Therefore paucas pallabris? let the 
world slide: sessa!
HOSTESS
You will not pay for the glasses you have burst?
SLY
No, not a denier. Go by. Jeronimy: go to thy cold 
bed and warm thee.
HOSTESS
I know my remedy? I must fetch the third-borough.
[Exit
SLY
Third, or fourth. or fifth borough. I'11 answer 
him by law; I'11 not budge an inch, boy: let him 
come, and kindly. -
Falls asleep 
(I:i:1-15)
The libretto includes changes in the sequence of events, e.g., 
in Scene 1, where the following order occurs in the play:
1. Hostess and Sly quarrel outside an alehouse.
2. A lord and huntsmen enter from hunting and
discover Sly asleep in a drunken state.
3. The proposed trick on Sly is discussed. 
k. Sly is carried to the lord's bedchamber.
5« The lord gives instructions on how to carry 
out the deception.
6. Itinerant players enter, and a play for the
evening is arranged.
7. The lord gives further instructions to his
servants and to his page.
Clapp has the players enter before Sly is carried away to 
the lord's bedchamber, i.e., number 6 above becomes number 
4, and number 4 becomes number 5» In order for the lord to 
give all his instructions to the huntsmen, servants, and
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page without interruption, the previous number 5 becomes 
number 6. In this way, the composer unifies his libretto.
In Manlove's version of the Christopher Sly story, 
Peter Turph and Henry Pimpernell, joined by Marian Hacket, 
are upset about Sly's owing them money, and the trio intend 
to deliver him to the law if they are not repaid at once.
As in the play. Sly is found drunk and asleep outside an 
alehouse by a lord and his huntsmen who plan to deceive him 
into believing he is a lord by carrying him to the lord's 
bedchamber to awaken later, surrounded by riches, servants, 
and a wife. Unlike the play, the deception is continued un­
til Sly's creditors appear at the lord's house with an officer 
of the law, demanding payment of Sly's debt. While left a- 
lone in the bedchamber during the ensuing turmoil. Sly real­
izes he has been tricked. Rising from bed, he places the 
lord's valuables in a pillow case, persuades the lord's ladies 
(who were hiding in the room) to join him, and the three exit 
through a window. On discovering Sly's departure, all laugh 
heartily, except the lord, who cries out in Sly's manner,
"For God's sake! A pot o' small aleI"
In Manlove's libretto, some lines are verbatim, others 
are slightly altered or paraphrased, their sequence is fre­
quently changed, and new lines are freely added. For compar­
ison of his libretto with the play, passages from the begin­
ning of each are given below. In the excerpt from Manlove's 
text, lines completely or partially taken from Shakespeare 
are underlined.
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Shakespeare Manlove
SLY
I'll pheeze you, in faith.
HOSTESS
A pair of stocks, you rogue!
SLY
Ye are a baggage; the Slys 
are not rogues? look in 
the chronicles? we came 
in with Richard Conqueror.
Therefore paucas pallabris;
let the world slide; sessa.
HOSTESS
You will not pay for the 
glasses you have burst?
SLY
No, not a denier. Go by, 
Jeronimyt go to thy cold 
bed, and warm thee.
HOSTESS 
And you'll not pay for the 
glasses ye've broken?
SLY
No! Not a denierl 
HOSTESS 
I'll have ve in the stocks, 
ye rogue!
SLY
Ye lie! Ye lie! Ye are 
a baggage I Look at our 
history. Look in the 
chronicles. Look and be 
damned! fold let the world 
slide, slide.
HOSTESS 
Ye'll not pay the bill ye 
have drunk up?
SLY
Slide, slide, slide. Go to 
thy cold bed and warm thee.
The size of the orchestra for each opera is notably 
different. Argento employs a chamber orchestra, and Clapp 
calls for a large one. A parallel list of the instrumenta­
tion for each score is given belowt
Christopher Sly (Argento) The Taming of the Shrew (Clapp) 
1 flute
1 oboe
1 clarinet in A
1 bassoon
2 horns in F
1 trumpet in C
percussion (1 player): 
snare drum
1 piccolo (played by flute 2)
2 flutes 
2 oboes
1 English horn (played by oboe 2)
2 clarinets in B-flat
1 bass clarinet in B-flat 
(played by clarinet 2)
2 bassoons
1 contrabassoon (played by 
bassoon 2)
4 horns in F
2 trumpets in B-flat
3 trombones 
1 tuba 
percussions
timpani 
snare drum 
bass drum
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triangle triangle
tambourine tambourine
woodblock woodblock
cymbals cymbals
suspended cymbals
xylophone, harpsichord, tam-tam, harp
or piano
string quintet strings
3 recorders onstage 
(optional)
A comparison of the lists reveals that several instruments 
of a particular type are employed by Clapp in his score 
while only one is required in that of Argento. Instruments 
not included in Argento*s score but present in Clapp's are 
the piccolo, English horn, bass clarinet, contrabassoon, 
trombone, and tuba. Argento specifies the optional use of 
three recorders onstage. In addition to a variety of other 
percussion instruments, each composer includes the snare 
drum, triangle, tambourine, woodblock, and cymbals.
Clapp's induction is shorter than Argento's opera, 
a brevity which reflects its function as an introduction to 
a three-act opera. The data given in Table 1 indicates the 
relative length of the various sections of both operas.
TABLE 1
A COMPARISON OF THE STRUCTURE OF CHRISTOPHER SLY (ARGENTO) 
AND THE INDUCTION TO THE TAMING OF THE SHREW (CLAPP)
CHRISTOPHER SLY (ARGENTO)
Scenes Pages Measures
1 65 578
2 78 1042
Totali 143 1620
TABLE 1— Continued 
THE TAMING OF THE SHREW (CLAPP)
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Scenes Pages Measures
1 50 166
2 52 164
Total: 102 330
The performance times are approximately ninety minutes for 
Argento*s Sly and forty-five minutes for Clapp's induction.
Music
Both Argento and Clapp employ instrumental music which 
is independent of the singing. This music, which includes 
onstage musicians, serves various functions as preludes to 
scenes, interludes between scenes or parts of scenes, and 
background for stage actions. Notably absent is an overture
or lengthy introduction to either work. Equally striking in
both works is the rapid conclusion of a scene— three or four 
measures of instrumental music— after the singing is finished.
Argento and Clapp begin their operas with instru­
mental music in the manner of a short introduction to the 
first scene. Lightly scored, Argento’s opera begins very 
softly with the alternation of E-flat major and C-major 
triads in a triplet rhythm which increases in speed and 
volume (Ex. 1). After a sforzando and three beats of rest 
(mm. 3-^0 » a motif associated throughout the opera with 
Christopher Sly is announced (mm. 4-5). Leitmotifs associated 
with certain characters in this opera are given in Table 2.
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Ex. 1. Argento. Christopher Slv (Scene 1. page l).2
TABLE 2
LEITMOTIFS IN CHRISTOPHER SLY (ARGENTO)
(a) Christopher Sly
(b) Lord
2In this excerpt from the orchestral score and all 
of those which follow, the measure numbers which appear 
above the top staff are not part of the manuscript but are 
included to facilitate textual references to the music.
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In contrast, Clapp's instrumental introduction to 
the first scene is for the full forces of a large orchestra 
(Ex. 2). Foreign languages are not used to give directions 
in the score. The composer is distinctively American in 
his consistent use of English for all terms, whether in­
dicating tempo or technique. For example, the tempo— which 
includes metronome marks— is marked Very lively, and the 
words "full,” "pick,” and "bow" are given instead of the 
customary "tutti," "pizzicato," and "arco." Clapp specifies 
fewer instruments to play at a given time in the string 
section (m. 2), e.g., eight first violins, six second violins, 
four violas, and four cellos. By this means, the composer 
achieves a balance among the strings and a variety of string 
timbre.
Passages employing scales, either ascending or de­
scending, are prominent in the music. The rapidly ascending 
five-note scales and measured trills (mm. 1-2) are typical, 
not only of the introduction, but of the opera as a whole.
Details for stage activities during the performance 
of instrumental music are common. The stage direction in 
the example readst "Hostess pushes Sly out of tavern, slams 
door, strikes Sly several times." By this and numerous other 
directions given throughout the opera, the stage remains the 
center of interest during the orchestra's brief preludes, 
interludes, and conclusions, and the stock actions of comedy 
— characters being struck or beaten— are continued in the 
opera.
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Ex. 2. Clapp, The Taming of the Shrew (Induction,
Scene 1, page l)
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A unique feature of Argento’s opera is the inclusion 
of an instrumental interlude between the scenes. This music 
consists of twelve cadenzas: nine solos, two duets, and one 
percussion ensemble. The solo pieces are unmeasured and are 
to be played freely, the note values being only approxima­
tions of duration. The instruments for the various cadenzas 
are as follows:
Cadenza Instrument
I contrabass
II bassoon
III horns (duet)
IY cello
V harpsichord
VI viola
VII clarinet
VIII percussion: xylophone,
woodblock, triangle, 
suspended cymbal, 
snare drum 
IX trumpet
X violins (duet)
XI oboe
XII flute
Cadenzas I and II--for contrabass and bassoon, respectively-- 
are to be played in an improvisatory manner (Ex. 3)• The 
tempo of each is strongly contrasted, viz., Largo e pesante 
and Allegretto. Both cadenzas are similar in their use of 
dotted rhythms and slurred passages. Distinguishing ele­
ments in the solos are the two ascending scales and c’’’ 
played as a harmonic in Cadenza I and the eight descending 
and ascending arabesques in Cadenza II. A correspondence 
exists between two of the cadenzas and certain characters: 
Cadenza III, associated with the Huntsmen, is for horns on the
familiar subject "A-hunting We Will Go." In 6/8 time, it 
proceeds canonically at the interval of an augmented fourth 
(mm. 1-7, 10). Cadenza V, which begins like a canon, is 
for harpsichord and recalls the dotted rhythms of the lord's 
music (cf. Ex. 19, p. 90).
(a) Cadenza I
1
1
(b) Cadenza II
ft i/VoS*
c .— - 7
(c) Cadenza III
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(d) Cadenza V 
Ex. 3« Argento, Christopher Sly (Interlude, pages
62-63).
After the cadenzas have been played, Scene 2 begins 
with an onstage trio of recorders in a baroque style (Ex. 4), 
as if to evoke an atmosphere of Elizabethan times. The score 
is marked for modem orchestral instruments, although in a 
note Argento states a preference for recorders.
Ex. 4. Argento, Christopher Sly (Scene 2, page 65).
In the closing bars of the opera, the hunting call 
appears again. Immediately following is an abrupt dominant- 
tonic ending which recalls a motive associated with the first 
movement of Beethoven's Symphony No. 5 (Ex. 5).
Ex, 5. Argento, Christopher Slv (Scene 2, page
1^3).
From the above examples, it is apparent that 
instrumental music plays an important role in the works 
of both composers. Of the two, however, Argento gives 
greater prominence to the performances of the orchestra 
which are independent of the singing.
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The orchestra's role as accompanist for solo sing­
ing is handled differently by each composer. Argento's 
smaller orchestra provides a minimum of harmonic support, 
although it occasionally doubles the vocal part. Clapp's 
larger orchestra plays music which is independent of the 
voice in the majority of instances.
The small number of instruments used by Argento to 
accompany solo singing ranges from one instrument to small 
ensembles. For example, when the lord orders his page to 
disguise himself as Sly's wife, a harpsichord is the sole 
accompanying instrument as in recitativo secco (Ex. 6).
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Ex. 6. Argento, Christopher Sly (Scene 1, page 51)
Or, a bassoon may sustain a single tone while other instru­
ments play single chords to serve as a kind of musical 
punctuation between the singers' lines (Ex. 7).
C----------
Ex. 7. Argento, Christopher Sly (Scene 1, page 10).
On another occasion, as the lord feigns his gratitude that 
Sly has "recovered" from his insanity, a quartet of woodwind 
and brass instruments provides a chorale texture to accompany 
a hymn of thanksgiving (Ex. 8).
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Ex. 8. Argento, Christopher Sly (Scene 1, page 51) •
When larger numbers of instruments are utilized, the dy­
namic level is soft so as to enable the singer to be 
heard (Ex. 9).
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Ex. 9 . Argento, Christopher Sly (Scene 1, page 44).
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An accompaniment for strings and woodwinds achieves calcu­
lated dramatic tension through the repetition of a note for 
several measures followed by a half-step shift upward to the 
next pitch (Ex. 10).
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Ex. 10. Argento, Christopher Sly (Scene 2, page
Clapp's accompaniments for solo singing, which 
regularly employ instruments from every choir of the 
orchestra, provide rhythmic variety and contrast with 
the singing. In Example 11 the vocal part is in triplets, 
while the woodwinds and strings alternate in four-note figures.
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Ex. 11. Clapp, The Taming of the Shrew (Induction,
Scene 1, page 3)-
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In one instance, Clapp uses a standard effect in the 
accompaniment with coconut shells to depict the gallop­
ing of horses (Ex, 12),
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Ex. 12. Clapp, The Taming of the Shrew (Induction,
Scene 2, page 7*0 .
84
The two principal characters in Argento's opera 
and Clapp's induction are Christopher Sly and the lord.
Both composers attempt musical characterizations of these 
diverse characters by various means. Argento frequently 
gives Sly brief, fragmentary melodies outlining the notes 
of a chord (see Ex. 7, p. 79). However, when Sly experiences 
confusion and feels compelled to affirm his identity as 
Christopher Sly (Ex. 13), he begins to sing an eleven-note 
melody based on the chromatic scale. No note is repeated 
until every note of the scale except e has been heard 
(mm. 1-3). This device is continued with all twelve notes 
present (mm. 3-5)• The woodwinds and brass also play themes 
similarly derived, and the strings play descending scales 
containing both diatonic and chromatic elements.
Sy&irti 5 Sy ariuxvitwe4 stM&iad.
Ex. 13. Argento, Christopher Sly (Scene 2, page 74).
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As the opera proceeds and Sly becomes convinced that he is 
a lord (Ex. 14), he sings an ascending melody containing 
intervals of a third or larger and four long notes in his 
upper tessitura to suggest that he is pompous about his 
new identity. The tritone sounded in the orchestra in 
measures 1-5 gives way to a chord progression in traditional 
harmony in measures 6-9.
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In his new personality, Sly admires a painting of Venus 
and Mars as he sings the "Confession of Love" motif from 
the opening of the Vorspiel from Wagner's opera Tristan 
und Isolde (1857-1859)» the orchestra borrowing the Tristan 
harmony as well (Ex. 15)• The flute plays a figure derived 
from the "Sly" motif (cf. Ex. 1, p. 71, mm. *f-5).
sly
Ex. 15. Argento, Christopher Sly (Scene 2, page 83).
Later on, when Sly realizes he has been duped (see Ex. 10, 
p. 81), he sings a dramatic melody containing the motif 
originally associated with him. At the end of the opera,
Sly recovers his true identity and returns to singing a 
melody which is based on the notes of a chord, as he did at 
the beginning of the opera (Ex. 16).
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Ex. 16 . Argento, Christopher Slv (Scene 2, page
1M).
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In Clapp's opera, Sly's physical and mental states 
are suggested in his music (Ex, 17). He sings a descending 
glissando, as if in pain on waking with a hangover. His 
confusion is reflected t>y a series of augmented intervals 
in a descending melody for his famous line, "For God's sake, 
a pot of small aleS"
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Ex, 17, Clapp, The Taming of the Shrew (Induction,
Scene 2, page $2 ).
Unlike Argento, Clapp does not assign a strong motif to 
Christopher Sly. When Sly affirms his identity while those 
around him insist he is a lord, he sings a diatonic melody 
at first but continues with an ascending chromatic vocal 
line, a device frequently used by the composer to express 
a character's strong feeling or disturbed thoughts (Ex. 18).
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Ex, 18. Clapp, The Taming of the Shrew (Induction,
Scene 2, page 64).
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The lord plays a dominant role in both operas. In 
Argento*s score, he is announced by a leitmotif in dotted 
rhythm which outlines the notes of a major-minor seventh 
chord (Ex. 19).
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The men are fools, incompetent, unskilled in 
hunt or hounds.
Ex. 19. Argento, Christopher Sly (Scene 1, page 37).
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The lord's part is frequently humorous and virtuosic 
(Ex. 20). When the lord asks Sly "Dost thou love hawks? 
Thy brave falcons speed and soar above the morning lark,” 
he begins to sing in nearly continuous triplets a chromatic 
and arpeggiated melody to humorously suggest a bird's rapid 
flight.
t4f fc/ifcaf
Ex. 20. Argento, Christopher Sly (Scene 2, page 77, 
vocal and woodwind parts only).
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Both composers include a setting of the lord’s remark about 
the likeness between an unconscious drunken state and death 
(see Ex. 9» P» 80, and Ex. 21). The melody in Argento's 
opera— in keeping with the somberness of the text— finds its 
expressiveness in the use of a wide vocal range and numerous 
accidentals with consequent obscuring of the tonality. In 
Clapp’s opera, the lord's melody contains these same charac­
teristics with the addition of a rising chromatic scale for 
expressive purposes similar to that already cited in one of 
Sly's melodies (see Ex. 18, p. 89).
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Ex. 21. Clapp, The Taming of the Shrew (Induction,
Scene 1, page 11).
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Vocal ensembles of various sizes appear in both 
operas, but only Clapp's Shrew includes music for chorus, 
e.g., a male chorus of servants (Ex. 22). A chord stream 
of quartal sonorities in four parts (mm. 1-2) is followed 
by a two-part texture in sixths (m. 3)• The ascending 
arpeggios in the harp humorously suggest that the servants 
are sincere in their concern for Sly's well-being, which, 
of course, they are not.
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Ex. 22e Clapp* The Taming of the Shrew (Induction, 
Scene 2, page 66% vocal, string, and harp parts only).
Among the ensembles with multiple texts is a trio accompanied 
by ascending scales in the strings and woodwinds, chords in 
the brass, and an ascending arpeggio in the harp— none of 
which doubles any of the vocal lines (Ex. 23). Sly denies he 
is a lord as the lord and his page continue to persuade him 
otherwise.
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Ex. 23. Clapp, The Taming of the Shrew (Induction,
2, page 93).
Toward the end of the induction, as Sly and the lord with 
his servants settle down to watch a play about the taming 
of a shrew, they sing a trio— joined by a mixed chorus—  
with a single text in imitation (Ex. 24). All conclude 
together singing the word "younger," which is held for 
several measures and ornamented (mm. 4-6)•
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Ex. 24. Clapp, The Taming of the Shrew (Induction,
Scene 2, pages 100-101, vocal parts only).
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In Argento's opera, a march-like septet features a 
soloist who sings a text to a melody whose first five notes 
are the same as the beginning of the fugue subject of the 
fourth movement of Barber's Piano Sonata (Ex. 2 5). The 
other members of the ensemble sing a different text to music 
consisting primarily of chords in dotted rhythms.
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(b) Septet with soloist (First Lady)
Ex. 25. Argento, Christopher Sly (Scene 2, page 87)
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In an ensemble which begins in the manner of a fugal ex­
position (Ex. 26), the first servant sings a subject based 
on the notes of a C-major chord (mm. 1-2) which is imitated 
in E-flat major by the first lady (mm. 3-5). The third 
servant introduces a derived subject based on an ascending 
arpeggio in B-flat major (mm. 6-8). The pompous contra­
puntal style of the music comically expresses the servants 
feigned "joy" that Sly's sanity has returned.
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Ex. 26. Argento, Christopher Sly (Scene 2, pages
95-96).
As if rejoicing that Sly has finally recovered his "true" 
identity as a lord, another ensemble sings unaccompanied 
the text "Amen" (Ex. 27). The music is characterized by 
ascending and descending scales in triplets in imitation 
(ram. 1-3* 5-6), note-against-note style (mm. 8-11), and 
appoggiaturas and suspensions (mm. 8-11). Sly interrupts 
the ensemble by singing "Well, a* thank ye all" to a de­
scending tune derived from the Sly motif (mm. 12-13).
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Ex. 27. Argento, Christopher Slv (Scene 2, pages 
101-102).
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In a quartet with two texts, the singers insist that Sly 
must not become excited over his lady lest his insanity 
return (Ex. 28). The first servant sings the principal 
text, while the other singers add further commentary. The 
vocal parts are doubled in the orchestra.
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FIRST LADY, PAGE, LORD 
Quiet, quiet, there must be absolute quiet.
FIRST SERVANT 
But my lord, thy condition is delicate, doctors 
insist on thy chastity, temp’ranee, and absolute 
quiet.
Ex. 28. Argento, Christopher Slv (Scene 2, page 113).
When the lord finds out that he has been robbed by Sly 
(Ex. 29), his remark draws laughter from a septet of voices 
who— like the first servant in Example 28— sing in compound 
time (mm. 2-5) with the occasional use of hemiola (m. 6).
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Ex. 29. Argento, Christopher Sly (Scene 2, page 139)
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Although the opera of Argento ends at this point, that of 
Clapp continues and Giannini's opera begins.
An Opera and Three Acts of an Opera 
Based on The Taming of the Shrew
The librettos of Clapp and Giannini are notably
different. The former composer, who wrote his own libretto,
includes the induction and selectively quotes from the play.
The latter, in collaboration with Dorothy Fee, omits the
induction and— in addition to quotations from the play—
employs paraphrase and texts from other Shakespearean works
as well.
The dramatis personae of Shakespeare*s play includes
sixteen characters, as follows:
Baptists, a rich gentleman of Padua.
Vincentio, an old gentleman of Pisa.
Lucentio, son to Vincentio, in love with Bianca.
Petruchio, a gentleman of Verona, a suitor to Katharina. 
Gremio, suitor to Bianca.
Hortensio, suitor to Bianca.
Tranio, servant to Lucentio.
Biondello, servant to Lucentio.
Grumio, servant to Petruchio.
Curtis, servant to Petruchio.
A Pedant.
Katharina, the shrew, daughter to Baptists.
Bianca, daughter to Baptists.
Widow.
Tailor, Haberdasher, and Servants attending on Baptists 
and Petruchio.
The list of characters for both operas is the same as Shake-
V
speare's with a few exceptions. In Clapp's opera, Biondello*s 
lines are taken over by Tranio, and the Tailor's role is com­
bined with that of the Haberdasher. Giannini omits the Widow, 
and the Haberdasher's lines are given to the Tailor.
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A parallel list of characters for each opera and 
their voice classifications follows*
The Taming of the The Taming of the
Name Shrew (Claoo) Shrew (Giannini)
Katharina soprano soprano
B ianca soprano soprano
Widow mezzo-soprano (omitted)
Tranio tenor baritone
Lucentio tenor tenor
Gremio tenor tenor
Curtis tenor tenor
Haberdasher tenor (omitted)
Tailor (omitted) tenor
Grumio baritone tenor
Pedant baritone tenor
Petruchio baritone baritone
Baptista baritone baritone
Vincentio baritone baritone
Biondello (omitted) baritone
Hortensio baritone baritone
In the comedy# Baptista Minola, a rich merchant of 
Padua, has two daughters, the elder Katharina and Bianca, 
Bianca, his favorite, may not marry until the shrewish 
Katharina is wed. A number of suitors for Bianca present 
their friend Petruchio to wed Katharina. Petruchio ulti­
mately tames her through various humiliations to show her 
the ugliness and pointlessness of shrewish behavior. At 
the close of the play, Petruchio demonstrates to Baptista 
and others during a banquet in Baptista*s house that his 
Kate is the most gentle and obedient wife. She answers his 
summons immediately and lectures the other ladies on the 
duty they owe their husbands.
Each composer proceeded differently in constructing 
a libretto. The following dialogue from the play illustrates 
Clapp's procedure for creating a libretto by omitting lines
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or parts of lines from the play. Clapp’s selection from 
Shakespeare is underlined. Asterisks indicate lines which 
will be combined in the libretto.
LUCENT10
Tranio. since for the great desire I had 
To see fair Padua. nursery of arts.
I am arrived for fruitful Lombardy.
The pleasant garden of great lialy;
And by my father's love and leave am arm'd 
With his good will and thy good company,
My trusty servant, well approved in all,
Here let us breathe and haply institute 
♦A course of learning and ingenious studies.
Pisa renowned for grave citizens 
Gave me my being and my father first,
A merchant of great traffic through the world, 
Vincentio, come of the Bentivolii»
Vincentio's son brought up in Florence 
It shall become to serve all hopes conceived.
To deck his fortune with his virtuous deeds:
And therefore, Tranio, for the time I study, 
♦Virtue and that part of philosophy 
Will I apply that treats of happiness 
By virtue especially to be achievedT"
(I*is 1-20)
The following shortened text, derived from the above, con­
tains changes of individual words or word order. Words or 
phrases altered by the composer are underlined.
LUCENTIO
Tranio1 Since for the great desire I had 
To see fair Padua, nursery of arts,
I am arriv'd in fruitful Lombardy,
The pleasant garden of great Italy;
Come, let us breathe, and let us institute 
A course of learning with that part of philosophy 
Which treats of happiness achieved by virtue.
The process of shortening the text by combining parts of 
lines into one line sometimes disturbs the iambic pentameter. 
Compare line 6 of the shortened text with the lines marked 
with asterisks in the full text.
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In the Giannini-Fee libretto, the story line of the 
play is followed closely until the day of Katharina’s wed­
ding, at which point numerous departures from the play begin 
to occur. For example, Baptista calls off the wedding be­
cause Petruchio is late. When he finally arrives at Baptis­
ts' s house, Petruchio gives an ultimatum that unless Kate 
comes to the church at noon exactly, he will not marry her. 
Baptista refuses to allow Kate to go, despite many pleas 
from his friends and Bianca's suitors. When the clock 
strikes the appointed hour, Baptista suddenly changes his 
mind, and all rush to the church where the wedding takes 
place. Also unlike the play, the final scene of the opera 
is at Petruchio*s house, to which Katharina had been taken 
after their wedding. Bianca and Lucentio, who had eloped, 
suddenly appear there, as well as Baptista and Vincentio, 
Lucentio's father, both of whom have been angrily pursuing 
the pair for marrying without their permission. Katharina 
intercedes and persuades the two old men not to be angry, 
thus bringing about a reconeiliation. Petruchio regards 
this as an indication that Kate is no longer a shrew. Omit­
ting the final banquet scene, the opera concludes with an 
avowal of love between Petruchio and Katharina.
Giannini summarizes many lines from the play to a 
8ingle sentence in his libretto. For example, the opening 
lines of the play (see p. 10*0 are reduced to the following 
text*
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LUCENTIO
And now to institute a course of learning that 
I may quench my deepest thirst for knowledge, 
and so become a worthy son of my most worthy 
father.
In such a paraphrase the poetic meter is completely dis­
regarded .
The instrumentation for both operas is for a large 
orchestra. A comparison of each composer's choice and num­
ber of instruments is given below:
The Taming of the The Taming of the
Shrew (Clapp) Shrew (Giannini)
1 piccolo
(played by flute 2)
1 piccolo 
(also flute 3)
2 flutes 2 flutes
2 oboes 2 oboes
1 English horn 1 English horn
(played by oboe 2)
2 clarinets in B-flat 2 clarinets in B-flat
1 bass clarinet in B-flat 
(played by clarinet 2)
1 bass clarinet in B-flat 
(also clarinet 3)
2 bassoons 2 bassoons
1 contrabassoon 
(played by bassoon 2)
4 horns in F 4 horns in F
2 trumpets in B-flat 3 trumpets in C
3 trombones 2 trombones
1 tuba
percussion: percussion:
timpani timpani
harp harp
triangle, tam-tam, cymbal, bell, xylophone, piano,
snare drum, woodblock, bass celeste
drum, tambourine 
strings strings
In the woodwinds Giannini calls for an extra flute and 
clarinet, and Clapp includes a contrabassoon. In the brass 
Giannini employs three trumpets to Clapp's two, and Clapp 
requires three trombones to Giannini's two. Unlike Giannini, 
Clapp also adds a tuba. In the percussion section each
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score includes timpani and harp, as well as a variety of 
other instruments.
The overall proportions of each of these three-act 
operas may be observed in the number of pages and measures 
for each act in the orchestral score as outlined in Table 3.
TABLE 3
A COMPARISON OF THE STRUCTURE OF THE OPERAS BASED ON 
THE TAMING OF THE SHREW (CLAPP, GIANNINI)
THE TAMING OF THE SHREW (CLAPP)
Acts, Scenes Pages Measures
I 1 178 986
II 2 338 1312
III 5 *U0 1625
Total* 916 3923
THE TAMING OF THE SHREW (GIANNINI)
Acts, Scenes Pages Measures
I I  177 995
II 2 175 1208
III 1 154 1045
Total* 506 3248
The acts in Giannini's opera are nearly equal in length, 
while each of Clapp's acts is successively longer. The 
approximate performing time for Clapp's Shrew (with induction) 
is three hours, that of Giannini two hours.
Music
Both operas begin with a short instrumental intro­
duction played by a large orchestra. In the opening measures 
of Giannini’w score (Ex. 30), the lower brasses, woodwinds, 
and strings play a theme similar to the principal theme of 
Symphony No. 3 ("Rhenish”) by Robert Schumann (1810-1857).
108
f-
n r  r f |p I [r f
f f i
*
(a) Opening theme of Schumann’s Symphony No. 3
Cl. Bubo
(Cl. 8)
.f m k m
(b) Opening theme of Giannini*s opera
page 1).
Ex. 30. Giannini, The Taming of the Shrew (Act I,
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In the instrumental introduction to the first act of Clapp's 
Shrew, a theme from Mozart's Don Giovanni, K . 527» serves 
as a "Festive" motif (Ex. 31). In Mozart's score (Act I, 
Scene 7, No. 5)» the theme for the text Giovinette che fate 
all*amore ("Pretty maid with your graces adorning") accom­
panies the wedding celebration of Zerlina and Masetto. Like 
Katharina in The Taming of the Shrew. Zerlina also has to be 
"tamed" later on after the Don's advances.
i --- r
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Ex. 31. Clapp, The Taming of the Shrew (Act I,
page 1).
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Leitmotifs in this opera are associated not only with a 
certain mood or spirit but with some of the characters as 
well (Table 4 )% for example, the "Accord" motif is part 
of the vocal line of Petruchio, Katharina, and Bianca 
at moments of balanced interrelationship, agreement, or 
reconciliation.
TABLE 4
LEITMOTIFS IN THE TAMING OF THE SHREW (CLAPP)
J =  \\X
JT~J ry
(a) "Festive" motif (from Mozart's Don Giovanni)
J =  \Z0
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(b) "Accord" motif sung by Petruchio, Katharina, 
and Bianca
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The trumpets announce Act II and are followed in the other 
instruments by trills and ascending scales taken from the 
first page of the induction (cf. Ex. 2, p. 7 3, and Ex. 32).
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Ex. 32. Clapp, The Taming of the Shrew (Act II,
Scene 1, page 281).
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The strings are prominent at the beginning of Act II in 
Giannini*s score. The first violins play a theme of con­
tinuous triplets spun out in a manner often associated 
with baroque music (Ex. 33).
Ex. 3 3. Giannini, The Taming of the Shrew (Act II, 
Scene 1, page 188, string parts only).
Similarly, Scene 2 of this act opens with instrumental music 
in the style of a fugal exposition (Ex. 34). The cellos 
state the theme, followed by successive entries in the violas, 
second violins, and first violins.
Ex. 3^» Giannini, The Taming of the Shrew (Act II,
Scene 2, page 204).
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For the wedding festivities, Clapp includes onstage 
minstrels who carry replicas of old instruments but do not 
play them (Ex. 35)* The actual playing, according to the 
score, comes from extra players offstage or from members 
of the orchestra at their regular seats.
frptapj
%
Ex. 35* Clapp, The Taming of the Shrew (Act II, 
Scene 2, pages 57^-575).
The composer directs that the following modern instruments- 
"playing slightly out of tune"— should substitute for the 
ancient ones:
piccolo
oboe
clarinet in B-flat 
horns in F 
trumpet in B-flat 
trumpet in B-flat (muted) 
trombone (muted) 
trombone (muted) 
kettledrums
fife
schalmey 
flageolet 
natural horns 
natural trumpet 
zinke
bass pommer
serpent
tabor
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Only two measures of instrumental music conclude 
the opera (Ex. 36). Quartal harmonies above g-flat precede 
a dominant to tonic close in C major.
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Ex. 36. Clapp. The Taming of the Shrew (Act III,
Scene 5* page 1028).
In the handling of dialogue, both composers use 
recitativest those of Giannini have more repeated notes 
like recitativo secco. whereas Clapp’s recitatives are 
more melodic. Compare Examples 37 and 38 for characteristic 
illustrations. Giannini*s vocal line for Baptista*s first 
appearance contains many repeated notes and an augmented 
fourth.
£t*r7U«MI. fyrfTljat i, tmfUuiHm.T
j-
Tic
BAPTISTA
Gentlemen, gentlemen, implore me not. I am resolved 
not to bestow my younger daughter before I have a husband 
for the elder.
Ex. 37. Giannini, The Taming of the Shrew (Act I, 
Scene 1, page 16).
In Clapp’s opera, Baptista pompously sings a diatonic melody 
in short phrases and a triplet rhythm as he rhythmically 
strikes his staff on the floor.
Scene
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Ex. 38. Clapp, The Taming; of the Shrew (Act I,
1, page 128).
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Another old man— Lucentio*s father, Vincentio— introduces 
himself as he sings a considerably different melody (Ex. 39), 
less diatonic and more expressive, suggestive of sensitivity 
and simplicity as opposed to Baptista*s pomposity.
I vac kuhmthurn'eJ.
ctix'P v/uj - esu-Tjp;
Ex. 39• Clapp, The Taming; of the Shrew (Act III
Scene 2, page 844)
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As if expressive of their unanimity, each father bestows 
his belated blessing on the secret marriage of Lucentio and 
Bianca (Ex. 40) by singing dominant and tonic notes only 
(mm. 2-4).
g8h a d  t P 4&Ugf fletft / £
/up Mtuec^ baHj ) *r
0t£fls - tuq i
T  m  t
Ex, 40. Clapp, The Taming of the Shrew (Act III,
Scene 5» page 930).
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Tranio, disguised as his master, introduces himself to Bap­
tista as Lucentio (Ex. 4l). The upward leap of an octave 
(m. 2) seems to suggest he is nervous about the deception.
fc —
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Ex. 4l. Clapp, The Taming of the Shrew (Act I,
Scene 1, page 310).
Petruchio introduces himself to Baptista in a beautiful 
diatonic melody (Ex. 42) containing few chromatic altera 
tions.
Scene
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Ex. 42. Clapp, The Taming of the Shrew (Act I,
1. page 301).  —
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As he explains to Hortensio his reason for coming to Padua, 
his aria-like melody with harp accompaniment reflects his 
composure and self-confidence (Ex. 4 3) in contrast to the 
chromatic melodies sung by the ill-tempered Katharina (cf. 
Ex. 46, p. 124).
Ex. 43. Clapp, The Taming of the Shrew (Act I,
Scene 1, page 222, string parts omitted).
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When he arrives for the wedding dressed in outlandish 
apparel, he sings the important line "To me she's marri'd, 
not my clothes" (Ex. 44). The contour of the melody— with 
a chromatic alteration— -resembles the one cited above in 
Example 43.
KAe-e.'p, uarTo ME MX
Ex. 44. Clapp, The Taming of the Shrew (Act II,
Scene 1, page 540, vocal and string parts only).
In Giannini*s opera, when Petruchio encounters Kate for the 
first time, he describes her contrary to fact (Ex. 45). 
Introduced by a bassoon solo (mm. 1-2) which plays the theme 
from the opening of the opera (see Ex. 30, p. 108), he sings 
a lyrical and expressive melody in F-sharp major characterized 
by certain chromatic alterations, e.g., the lowered submediant 
and raised subdominant in measure 3 and the raised tonic in 
measure 5- Numerous ascending and descending arabesques are 
tossed about in the woodwinds, and turns— single and in a 
series— are played by the cellos and bassoon as if presaging 
an outburst from Katharina.
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PETRUCHIO
Sweet Kate, 'twas told me you were rough, and coy, 
and sullen. And now I find report a very liar; a very 
liar for thou art pleasant, gamesome, passing courteous.
Ex. ^5. Giannini, The Taming of the Shrew (Act I,
Scene 1, page 159).
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Kate's melodies in Clapp's opera frequently employ 
wide intervals to express her excitement and shrewishness. 
The orchestra provides momentum with chromatically rising 
sonorities frequently in first inversion (Ex. 46).
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Ex. 46. Clapp, The Taming of the Shrew (Act I,
Scene 1, pages 137-138, vocal and string parts only).
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Later in the opera, her ability to change from a shrewish 
to a gentle nature manifests itself in the music (Ex. 47). 
When Petruchio rejects the hat the haberdasher has brought 
her, she sings a chromatically rising melody, as if she is 
momentarily angry with Petruchio (mm. 1-3). Then suddenly, 
in a less defiant mood, she sings a lyrical diatonic melody
(the "Accord" motif), which suggests that she has regained 
control over her emotions (mm. 4-5).
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Ex. 47. Clapp, The Taming of the Shrew (Act III,
Scene 1, pp. 779-780, vocal and string parts only).
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Giannini expresses Katharina's ill-natured disposi­
tion with a recitative-like chromatic melody over a lively, 
motoric accompaniment containing wide intervals of a dimin­
ished seventh to suggest her seething emotions (Ex. 48).
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KATHARlNA
Silent sirI 1*11 comb your noodle with a three- 
legged stool and paint your face and use you like a 
fool I
Ex. 48. Giannini, The Taming of the Shrew (Act I,
Scene 1, page 18.
12?
Although Hortensio narrates the event in the play, the com­
poser sets the humorous and violent episode of Katharina's 
lute lesson with Hortensio as a text for Katharina (Ex. 49). 
She begins to sing in recitative but concludes in rhythmically 
notated speech (mm. 4-6)• The numerous turns played by the 
orchestra also occur during Petruchio's first encounter with 
Kate (see Ex. 45* p. 123) and indicate once more an impend­
ing display of temper.
5»n»
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KATHARINA
Frets call you these? 1*11 fume with themI 
Rascal fiddlerI Twanging JackI AwayI
Ex. 49. Giannini, The Taming of the Shrew (Act I,
Scene 1, pages 132-133).
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Clapp, unlike Giannini, includes Katharina's clos­
ing admonition to Bianca and the Widow on the duties they 
owe their husbands (Ex. 50)• For this, she sings an aria­
like melody, imitated by the bassoon (mm. 2-3)» over a 
flowing string accompaniment.
£££j yn/e f^y fiauvnj tJz.
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Ex. 50. Clapp, The Taming of the Shrew (Act III,
Scene 5» page 1002).
Blanca's response to her father's decision that she 
shall not wed until Katharina has been married is sung to a 
melody containing the "Accord" motif (Ex. 51) • This motif 
occurs in the vocal parts for three characters (cf. Petruchio, 
Ex. 43, p. 121; and Katharina, Ex. 47, p. 125» mm. 4-6) at 
moments of seeming accord, i.e., all three are feigning.
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Ex. 51. Clapp, The Taming of the Shrew (Act I, 
Scene 1, page 150).
Later on, when asking Katharina not to hurt her, Bianca 
sings an expressive melody characterized by numerous chro­
matics (Ex. 52)• Compared to her melody when speaking to 
her father, she seems perturbed when speaking to Katharina. 
The increased rapidity of the ascending scales in the wood­
winds also indicates this.
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Ex, 52, Clapp, The Taming of the Shrew (Act II,
Scene 1, page 282).
Included by both composers, but set differently, 
is Bianca's lute lesson with Hortensio. Clapp sets the 
text for Bianca alone (Ex. 53). As she sings each note of 
the hexachord, Hortensio— the only character in the opera 
who is required to play an instrument-— plucks the note on 
the lute. On the same pitch, Bianca unwittingly begins her 
recitation of Hortensio's confession of love written in the 
music book. In the background the clarinet and bassoon play 
ascending scales to suggest the atmosphere of a music lesson.
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Ex. 53. Clapp, The Taming of the Shrew (Act II,
Scene 1, pages 4-90-491).
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In Giannini*s opera, there is a division of the text between 
Bianca and Hortensio, although the text is entirely Bianca*s 
in the play. Accompanied by the celeste, harp, and strings, 
Bianca sings each note of the hexachord while Hortensio sings 
a commentary expressing his love for her (Ex. 5*0 • Hortensio 
is doubtless holding a lute (not indicated in the score) and 
acting out a performance as the orchestra in the pit provides
the music.
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Vic.
Vc.
BIANCA
Gamut.
HORTENSIO 
I am the ground of all accord.
BIANCA
A - Re.
HORTENSIO 
To plead Hortensio*s passion.
BIANCA
B - Me,
HORTENSIO 
Bianca, take him for thy lord!
Ex. 54. Giannini, The Taming of the Shrew (Act II,
Scene 1, page 204).
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Her Latin lesson with Lucentio is also treated differently 
by each composer. Giannini gives Lucentio a rhythmically 
spoken text for "Hie ibat" and a recitation on one pitch for 
"(as I told you)" (Ex. 55)•
BIANCA
Construe them.
LUCENTIO
Hie ibat (as I told you), simois (I am not a poet).
Ex. 55. Giannini, The Taming of the Shrew (Act II, 
Scene 1, page 189).
In Clapp’s opera, Lucentio does not alternate between speak­
ing and singing. He sings his lines in an arioso style 
(Ex. 56).
lb
Ex. 5 6. Clapp, The Taming of the Shrew (Act II, 
Scene 1, page 4?2).
In contrast with Giannini*s setting of Katharina*s 
lute lesson (see Ex. 49, p. 127), Hortensio narrates the 
event in Clapp*s opera, as in the play (Ex. 57)• His vocal 
line begins with ascending diatonic scales in the manner of 
a music lesson (mm. 1-2). The music ascends chromatically 
as he describes Kate's violent action (m. 4). A similarity 
exists between Clapp's setting of the text "Frets call you 
these" (m. 5, descending perfect fourth) and that of Giannini 
for the same words (cf. Ex. 49, m. 1, descending augmented 
fourth).
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Ex. 57. Clapp, The Taming of the Shrew (Act II, 
(Scene 1, pages 3^2-3^, voice and string parts only).
Giannini sometimes creates musical dialogue from 
texts originally belonging to one character. For example, 
when rival suitors, Hortensio and Gremio, are contemplating 
their love for Bianca (Ex. 58)» each character sings sepa­
rately "Ah, sweet Bianca," Gremio's variation of the melody 
being ornamented as if to show greater ardor (mm. 5-6).
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Ex. 58. Giannini, The Taming of the Shrew (Act I,
Scene 1, page 3*0*
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In Clapp's opera, as in the play, Hortensio alone sings 
"Oh, sweet Bianca" (Ex. 59) •
Ex. 59. Clapp, The Taming of the Shrew (Act I,
Scene 1, page 170).
Clapp, on the other hand, often retains Shakespeare's 
dialogue, as in the confusing episode of Petruchio's asking 
his servant, Grumio, to knock on the door of Hortensio's 
house (Ex. 60). The play on the word "knock" is as effective 
in the opera as in the play and provides an opportunity for 
the farcical device of the master beating his servant for his 
stupidity as in slapstick. The vocal line, which emphasizes 
tonic and dominant notes, is accompanied by the kettledrums 
only.
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Ex. 60. Clapp, The Taming of the Shrew (Act I, 
Scene 1, page 190).
Giannini elects to ignore the puni Petruchio sings 
"Sirrah, Grumio, knock I say" in a recitative style, Grumio 
knocks on the door, and Hortensio opens it immediately 
(Ex. 61). Clapp's setting without accompaniment is in strong 
contrast with Giannini*s lush accompaniment by the full or­
chestra playing the "Rhenish" music heard earlier at the 
beginning of the opera (see Ex. 30, p. 108).
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Ex. 61. Giannini, The Taming of the Shrew (Act I,
Scene 1, page 73)•
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In addition to the solo singing and musical dialogues, 
vocal ensembles ranging from duets to septets are found in 
both operas. In Clapp's opera, as Lucentio and Tranio simul­
taneously receive the same idea to disguise themselves, they 
express the unity of their minds by singing a duet in thirds 
(Ex. 62). The line is Tranio®s (Iii*195)•
« * * » » €  C#.st44»3
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Ex. 62. Clapp, The Taming of the Shrew (Act III,
Scene 5» page 1002).
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Giannini writes a trio with three texts for Lucentio, 
Tranio, and Biondello (Ex. 63). Although not part of the 
play, the text is suggested by the agreement of Lucentio to 
pose as Tranio and Tranio as Lucentio to gain access to Bianca 
for the real Lucentio who pretends to be a teacher of Latin 
(I*i»151-253).
w  •
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LUCENTIO
Amo» amas. amat. Amo, amas. amat.
TRANIO
To Padua, to Padua, a gentleman I'll show.
BIONDELLO
Just Biondello I remain. Just Biondello I remain.
Ex. 63. Giannini, The Taming of the Shrew (Act I, 
Scene 1, page 58).
In a quartet for Lucentio, Gremio, Tranio, and Hor­
tensio in Clapp's opera (Ex. 6*0, the singers express their
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elation and gratitude that Petruchio will undertake to woo 
Katharina. The line is Tranio's in the play (It iit 265)•
The music ascends chromatically in parallel sixth chords 
over a repeated pedal point on f.
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Ex. 64. Clapp, The Taming of the Shrew (Act I,
Scene 1, pages 276-277).
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To added material, Giannini includes a quintet with 
multiple texts as Vincentio-the true father of Lucentio—  
is accused of being an impostor by the Pedant, Tranio, Bap- 
tista, and Biondello. In surprise at the sudden appearance 
of Bianca and Vincentio* s son, the real Lucentio, all voices 
sing a descending glissando (Ex. 6 5).
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PEDANT
Impostor, hence repent in shame. This man is 
mad. This man is mad.
TRANIO
Insolence, what insolence. This man is mad. 
This man is mad.
VINCENTIO
Where is my son? Where is my son? Where is 
my son?
BAFTISTA
All can see he's mad. This man is mad. This 
man is mad. This man is mad.
BIONDELLO
I, of all of them, I'm still the same, and 
Biondello is my name.
Ex. 65. Giannini, The Taming of the Shrew (Act III,
Scene 2, page 469, vocal and string parts only).
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Clapp employs a sextet for Tranio's line, "Strive 
mightily, but eat and drink as friends" (Iiiii278), sung by 
Lucentio, Gremio, Tranio, Hortensio, Grumio, and Petruchio 
(Ex. 66). Clapp* s consistency in ensembles to write first 
inversion triads is again in evidence.
Srtwe MUH-Tt- L* ,
ft- **•
BAT AN0 <*» VKtBrtOS !
a
# a
OUT SAT AU0 CKiat f t® ¥titUO¥\
& ft » A ft /» • ^
6>T BAT 49 fjtisMPri
ft ft : f
'nliws W l^-T l-U ,
f X  f .
i.v, & /r  w  m ip  eta*. *a K & iK ,-  * r r  &rr ah£> psumi as rsuutw 1
f V"\, ^ ft ft i a
+ ±  S.
* Snows ti/r sa t Mf ostiuft 49 ttotuK'-toJr gATuaofHtc t& ro ew w -
Ex. 66. Clapp, The Taming of the Shrew (Act I, 
Scene 1, page 279» vocal parts only).
In a quartet for seven singers with double lines (Ex. 67), 
Petruchio begins by singing "God give you good night," and 
Lucentio, Gremio, Vincentio, the Pedant, Hortensio, and Bap- 
tista sing "Now go thy ways for thou hast tam'd a shrew"
(mm. 2-*0 , a line belonging to Hortensio in the play (Vtii«l88). 
The melodies are diatonic and include an ornament on the word 
"tam'd" (m. 3)•
Ex. 6?. Clapp, The Taming of the Shrew (Act III, 
Scene 5» pages 1027-1028, vocal parts only).
Unlike Giannini, Clapp calls for a chorus which sings 
added texts not taken from the play. Like the chorus in 
ancient Greek drama, the dramatic function of this ensemble 
is that of commentator. The chorus comments on events in 
chromatically rising music (Ex. 68) as the women sing “She 
should go” (m. 1), followed by the men singing “He should 
stay" (m. 2). Unanimously the entire chorus sings "Tush, 
they will never agree" (mm. 3-4)•
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Ex. 68. Clapp, The Taming of the Shrew (Act II,
Scene 2, page 599. vocal and string parts only).
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On one occasion the chorus is also used to participate in 
the action (Ex. 69) when the men of the chorus attempt by 
force to prevent Petruchio from taking Katharina away with 
him prior to the wedding banquet (mm. 1-2). When Petruchio 
tells Grumio to "Rescue thy mistress" (mm. 3-4), the women 
laugh (m. 5) as Grumio withdraws.
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Ex. 69. Clapp, The Taming of the Shrew (Act II,
Scene 2, page 601, chorus and string parts only).
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Summary
The opera Christopher Sly (Argento) and the two 
operas of Clapp and Giannini are based on the play The 
Taming of the Shrew. Argento's work is a complete opera 
based on one part of the plays the induction. In Clapp* s 
The Taming of the Shrew the induction is an introduction 
to a longer work, as in the play. Giannini*s Shrew omits 
the induction altogether and proceeds with the main plot.
Selected lines from the plays, paraphrase, and 
added texts are the material out of which the librettos 
are constructed. For example, Christopher Sly includes 
very few lines from the play and departs significantly 
from Shakespeare*s story line by introducing new characters 
and new dialogue. On the other hand, Clapp's Shrew contains 
a great deal of the text from the play, often word for word. 
The sequence of phrases and scenes are sometimes changed, 
and the occasional combination of several lines into one 
breaks the poetic meter. Only Clapp's opera includes Kate* s 
closing admonition to Bianca and the Widow concerning the 
duty they owe their husbands. The libretto for Giannini*s 
Shrew follows the story line closely except for the altered 
conclusion of the final act, and material from other works 
of Shakespeare is included, e.g., Romeo and Juliet and the 
the Sonnets. Sometimes a text belonging to one person in 
the play is used for several characters, e.g., Hortensio 
and Gremio expressing their love for Bianca (see Ex. 58» 
p. 136).
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The structure of the operas ranges from the one- 
act Christopher Sly (Argento) in two scenes and an interlude 
to the induction and three acts of Clapp's The Taming of 
the Shrew. Both Sly and the induction of Clapp consist 
of two scenes, as does the play, Giannini's opera has 
three acts of nearly equal length in contrast to those of 
Clapp which are successively longer. Similarly, the struc­
tural dimensions of the operas relates to the size of the 
orchestras* a chamber orchestra for Christopher Sly and 
large orchestras with similar instrumentation for the Shrew 
operas (see p. 106). In Christopher Sly for the accompaniment 
of singing, the orchestra uses few instruments and doubles 
the parts occasionally. In this way, Argento prevents the 
vocal texts from being overpowered by the orchestra and 
provides support for some of the vocal lines. On the other 
hand, the accompaniments of Clapp and Giannini are inde­
pendent of the vocal line and include instruments from every 
choir of the orchestra. Between scenes in Christopher Sly , 
there is an instrumental interlude consisting of twelve 
cadenzas for solo and duo instruments.
Onstage musicians appear in Argento's Sly and Clapp's 
Shrew, but only those in Sly do the actual playing, e.g., a 
trio for oboe, violin, and viola, or three recorders (see 
Ex. 4, p. 76). Although the orchestra in the pit provides 
the music for the minstrels in Clapp's opera who carry 
replicas of old instruments and act out their performances, 
Hortensio actually plays the lute (see Ex, 53# P» 131)•
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Giannini's score does not specifically call for onstage 
musicians, but it is reasonable to assume that Hortensio 
is holding a lute, or similar instrument, during the 
enactment of the corresponding episode.
Christopher Sly is unique in the number of its 
allusions to instrumental and operatic styles of the past, 
e.g., in a chorus with continuous dotted rhythms imitative 
of the French overture and late seventeenth-century English 
opera (see Ex. 2$, p. 9 6) and in the fugal exposition for 
an "Amen" chorus, when Sly adopts his new identity as lord 
(see Ex. 26, pp. 97-98). In the handling of dialogue, 
Argento and Giannini use recitative in a manner associated 
with previous centuries, i.e., harpsichord accompaniment 
in Christopher Sly (see Ex. 6, p. 78) and repeated notes 
resembling recitativo secco in Giannini's The Taming of the 
Shrew (see Ex. 37, p. 115)• The settings of Clapp are dis­
tinctively more melodic. In Giannini's opera, themes are 
occasionally spun out in continuous triplets (see Ex. 33, 
p. 112) or in a fugal exposition (see Ex. 34, p. 112) in 
a manner associated with baroque music.
Quotations from the works of other composers are 
found in all three operas to achieve a comical effect or 
suggest a festive mood. Christopher Sly treats humorously 
the "Confession of Love" motif from the Vorspiel of Wagner's 
Tristan und Isolde and the opening motive of Beethoven's 
Symphony No. 5 (see Ex. 15, p. 86, and Ex. 5, p. 77, re­
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spectively). To suggest a mood of festivity in The Taming 
of the Shrew. Clapp employs a theme from Mozart's Don 
Giovanni as a "Festive" motif which reappears throughout 
the opera with slight alterations and in different rhythms 
(see Ex. 31» P* 109). Similarly, Giannini uses a theme 
resembling the main theme of the first movement of Schumann's 
Symphony No. 3 ("Rhenish") for the same purpose in his opera 
but not to the same extent as Clapp (see Ex. 30, p. 108).
A few original leitmotifs in both instrumental and 
vocal parts appear in Christopher Sly and Clapp's The Taming 
of the Shrew. In the former, a motif is associated with 
Sly (see Ex. 10, p. 8l) and the lord (see Ex. 19, p. 90).
In the latter, Katharina and Bianca sing an "Accord" motif, 
derived from a melody of Petruchio, when they wish to appear 
submissive (cf. Ex. 47, p. 125s Ex. 51, p. 129s and Ex. 43, 
p. 121).
In both the Shrew operas, Katharina sings chromatic 
melodies in comparison with the diatonic ones of Petruchio. 
In Giannini's opera, she sings a recitative-like vocal line 
to express her ill-natured disposition (see Ex. 48, p. 126). 
In Clapp's opera, as she behaves shrewishly, she frequently 
sings melodies which ascend chromatically or employ wide 
intervals. At one point, to indicate the beginning of her 
gradual change from a shrewish to a gentle nature, she sings 
a chromatically ascending melody at first but concludes with 
a descending diatonic vocal line (the "Accord" motif, see
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Ex. 47, p. 125). However, she sings a notably aria-like 
melody at the close of the opera as she admonishes Bianca 
and the Widow on the duties they owe their husbands (see 
Ex. 50, p. 128).
Among the special vocal techniques which appear 
in two of the operas are the glissandos of Sly in Clapp's 
The Taming of the Shrew to suggest his painful awaking 
with a hangover (see Ex. 17, p. 88) and those of the mem­
bers of a quintet in Giannini*s Shrew as they are surprised 
by the sudden appearance of Bianca and the real Lucentio 
during the altercation with the old Vincentio (see Ex. 6 5» 
p. 143)• In the latter opera, Kate sings rhythmically 
notated speech during one of her outbursts of temper (see 
Ex. 49, p. 127).
Notable among the numerous vocal ensembles in all 
three operas are those with imitative entries in Argento's 
Christopher Sly (Ladies and Servants, see Ex. 26, p. 9 8), 
quartal harmonies in Clapp's Shrew (male chorus of servants, 
see Ex. 22, p. 93)* and multiple texts in Giannini's Shrew 
(trio of Lucentio, Tranio, and Biondello, see Ex. 6 3. p. 
l4l). Unlike Argento and Giannini, Clapp calls for both 
mixed chorus and men's chorus. These choruses, like those 
of ancient Greek drama, comment on the action (see Ex. 68, 
p. 146), and at other times, participate in it (see Ex. 6 9, 
p. 147).
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Two of the three operas have received a number of 
performances* Argento's Christopher Sly and Giannini*s The 
Taming of the Shrew. The critical reception of both these 
operas has been favorable (see discussion and reviews, 
Chapter II, pp. 59-60, Argento, and pp. 5^-55» Giannini). 
Clapp's beautiful but lengthy work is unpublished and has 
not been premiered, its duration being a major considera­
tion in its performance.
The availability of Giannini*s Shrew on recording3 
makes possible a favorable aural impression of this work, 
a perception unavailable in the evaluation of the operas 
of Argento and Clapp. However, this recording does not 
provide the full impact of an operatic performance, and 
various elements of good theater are necessarily absent.
The visual effect of characters in costume, moving and 
interacting onstage cannot be felt, and the presence of 
an audience— laughing, applauding, or listening intently—  
is missing. The full effectiveness of these operas— or any 
operas— can be evaluated best in the opera house with the 
live interaction of singers, musicians, and audience.
Nevertheless, from the examination and discussion 
of these works in this chapter, the effectiveness of them 
is evident both as music and drama. The instrumental music,
^Vittorio Giannini, The Taming of the Shrew. Kansas 
City Lyric Theatre Production, Composers Records, Incorpo­
rated , CRI 272.
vocal solos, ensembles, and choruses— *all contribute to 
a positive impression regarding their artistic worth and 
their vitality as operatic entertainment. They deserve 
to be heard in performance and are important works among 
twentieth-century Shakespearean operas.
CHAPTER IV
PESTIVE COMEDIES II* TWELFTH NIGHT. LOVE'S 
LABOUR'S LOST. A MIDSUMMER 
NIGHT'S DREAM
Ay me! for aught that I could ever read.
Could ever hear by tale or history,
The course of true love never did run smooth.1
LYSANDER
In addition to the three operas based on The Taming 
of the Shrew which were discussed in the previous chapter, 
three other comedies of Shakespeare have been set as operas* 
Twelfth Night (1963) by David Amram, Love's Labour's Lost 
(1970) by Nicolas Nabokov, and Night of the Moonspell (1976)
by Elie Siegmeister. This chapter is a discussion of these
works.
The list of characters in Amram's Twelfth Night is 
nearly identical with that of the play. The omitted charac­
ters are the sea captain (friend to Viola), Valentine and 
Curio (gentlemen attending on the Duke), Fabian (servant to 
Olivia), and the unnamed characters, such as lords or sailors. 
Amram assigns the voice classification for the individual 
roles as follows*
lA Midsummer Night's Dream (I*i*131-133)» Hardin Craig, 
The Complete Works of Shakespeare. David Bevington, ed., 
p. 186.
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Maria
Olivia
Viola
Peste
Sir Andrew Aguecheek
1st Officer
Sebastian
Antonio
2nd Officer
A Priest
Orsino
Malvolio
Sir Toby Belch
soprano
soprano
mezzo-soprano
tenor
tenor
tenor
tenor
baritone
baritone
baritone
bass-baritone
bass-baritone
bass
Certain characters in the play Love's Labour's Lost
are also omitted in the libretto for Nabokov's operas Longa- 
ville (a lord attending on the king)* Maria (a lady attend­
ing on the princess), and the humorous characters Sir Nathan­
iel (a curate), Holofemes (a schoolmaster), Dull (a constable), 
and Costard (a clown). These omissions, in effect, remove one 
pair of lovers from the main plot, and all the characters 
from the subplot. The voice classifications given below for 
the various roles appear in Italian as in the scores
includes all but one of the characters of Shakespeare's play 
(Philostrate), most of them with different names. The follow­
ing parallel list of characters indicates these changes:
Moth
Rosaline
Katharine
Jaquenetta
soprano) 
mezzo-soprano 
tenore
baritono alto
soprano drammatico 
soprano lirico 
soprano leggiero
lirico/alto
Princess 
Dumaine 
Berowne
King
Boyet
Don Armado
(high baritone) 
baritono leggiero 
baritono grave 
basso
The libretto for Siegmeister's Night of the Moonspell
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Shakespeare Siegmeister
Theseus, Duke of Athens 
Egeus, father to Hermia 
Lysander, in love with Hermia 
Demetrius, in love with Hermia 
Philostrate, master of the revels 
to Theseus 
Quince, a carpenter 
Snug, a joiner 
Bottom, a weaver 
Flute, a bellows-mender 
Snout, a tinker 
Starveling, a tailor 
Hippolyta, queen of the Amazons, 
betrothed to Theseus 
Hermia, daughter to Egeus, 
in love with Lysander 
Helena, in love with Demetrius 
Oberon, king of the fairies 
Titania, queen of the fairies 
Puck, or Robin Goodfellow 
Peaseblossom, fairy 
Cobweb, fairy 
Moth, fairy 
Mustardseed, fairy
Colonel
Matthew
Anthony
David
(omitted)
Marteau
Bienadroit
Mazette
Flute
Lebec
Faimdeloup
Josephine
Margaret
Holly
King
Queen
Robin
Cricket
Whistlebury
Bamboula
Minou
The voice classification assigned to each of the roles is
as follows:
Holly
Josephine
Margaret
Queen of Mardi Gras 
Cricket 
Whistleberry 
Minou
David
Francois Flute, a harness maker
Thom Lebec, a tinker
Robin
Anthony
Robert Faimdeloup, a tailor 
King of Mardi Gras 
Colonel, owner of the plantation 
Nic Mazette, a weaver 
Matthew, Margaret's father 
Pierre Marteau, a carpenter 
Jean Bienadroit, a boatbuilder
lyric coloratura
mezzo-soprano
lyric soprano
mezzo-soprano
boy soprano
girl soprano
girl alto
tenor
tenor
tenor
tenor
baritone
baritone
baritone
bass-baritone
bass-baritone
bass
bass
bass
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Non-singing roles are included for the Indian Boy, the Cajun 
"orchestra," attendants to the King and Queen, and the But­
ler.
In Shakespeare's Twelfth Night, the identical twins, 
Sebastian and Viola, become separated in a shipwreck. In 
Illyria, a seaport, Viola takes the name of Cesario, disguises 
as a page, and enters the service of Duke Orsino. When the 
page is sent to plead the Duke's love to the wealthy Olivia, 
Olivia falls in love with the page, who is in love with Or­
sino. A comic subplot includes Olivia's uncle. Sir Toby 
Belch; Sir Andrew Aguecheek; Maria, Olivia's maid; and Mal- 
volio, Olivia's pompous steward. Maria sends Malvolio a let­
ter, which he believes is from Olivia, with ridiculous instruc­
tions to prove his love for her by his dress and behavior.
In consequence, Olivia has him locked up as a madman. Mean­
time, the fun-loving Sir Toby encourages Sir Andrew to pursue 
his courtship of Olivia and arranges a duel for Sir Andrew 
and Cesario, who are both frightened of each other. Their 
duel is interrupted by Antonio, Sebastian*s friend, who had 
recently come to Illyria with Sebastian. Later, the fight 
is continued by Sir Andrew and the real Sebastian. Thinking 
Sebastian to be the page Cesario, Olivia unwittingly marries 
Sebastian. The appearance of Viola and Sebastian together 
clears up the misunderstanding. Duke Orsino, on discovering 
his page is a female, falls in love with her. Meantime, Mal­
volio is released and vows revenge on those who plotted against 
him.
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The libretto for Amram's Twelfth Night consists of 
selected lines from the play. The composer's procedure in 
making the selection from the beginning of Act I, Scene 1, is 
given below. The lines used in the opera are underscored.
DUKE
If music be the food of love, play on a 
Give me excess of It. that surfeiting.
The appetite may sicken, and so die.
That strain againS it had a dying falli 
Stealing and giving odourI Enough: no moret 
^Tis not so sweet now as it was before.
0 spirit of love! how quick and fresh art thou.
That, notwithstanding thy capacity 
Receiveth as the sea, nought enters there,
Of what validity and pitch soe'er,
But falls into abatement and low price,
Even in a minute* so full of shapes is fancy 
That it alone is high fantastical.
------------------- ------------ - (I*it 1-16)
The texts are sometimes moved about, borrowed, or newly writ­
ten. For instance, some of Feste's songs are moved to differ­
ent places in the play before being incorporated into the li­
bretto. The song "Come away, death," from Act II, Scene 4, 
appears in Act I, Scene 5» and the song "0 mistress mine"
moves from Act II, Scene 3» to Act II, Scene 4. Only Feste's
final song, "When that I was and a little tiny boy," is left 
in its original position, that of ending the entire comedy.
The composer borrows one song from the play Much Ado About 
Nothing. "Sigh no more, ladies" (litiiis63-76) and includes 
it when Sir Toby says to the clown, "Welcome, ass. Now let's
have a song" (lit iiit18). The text of the catch entitled 
"Hold thy peace," which is merely mentioned by title in the 
play, is added to the opera as an ensemble for Maria, Sir
Toby, Sir Andrew, and Feste to close Act II of the opera.
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In Shakespeare’s comedy Love’s Labour's Lost. King 
Ferdinand of Navarre and his friends— Longaville, Dumaine, 
and Berowne— vow to spend three years in seclusion from 
women while engaged in scholarly pursuits. An unexpected 
visit to Navarre is made by the Princess of France and three 
of her ladiesi Maria, Katharine, and Rosaline. Although the 
ladies must live in tents outside the palace, the men still 
fall in love with them. By a messenger, each man sends a 
sonnet to his loved one, and each of the letters is delivered 
to the wrong person. When the men later send gifts, the la­
dies exchange them among themselves so that in wearing them 
at an entertainment during which masks are worn, each man 
woos the wrong woman. During the revels which follow the ex­
posure of the joke, a messenger from France enters to tell 
the Princess that her father is dead and that she must return 
home. Although the men propose marriage, the ladies postpone 
giving their answers until a year of penance has expired.
The libretto contains both paraphrase and lines from 
the play. In the latter case, the lines of omitted characters 
are sometimes included and assigned to others. A general rule 
is that short lines of dialogue are employed word for word 
while longer lines are given in paraphrase. In Act I, Scene 1, 
of the play, Shakespeare's text is as followst
KING
You three, Berowne, Dumaine, and Longaville,
Have sworn for three years term to live with me.
(I* it 13)
l6l
The paraphrase in the libretto is given this wayi
KING
Dumaine, Berowne, you both have sworn to study 
here with me.
The following excerpt illustrates the procedure followed 
in selecting and omitting lines from the play. Lines in­
cluded in the libretto are underscored.
KING
What say you, lords? why, this was quite forgot.
BEROWNE
So study evermore is overshot.
While it doth study to have what it would,
It doth forget to do the thing it should;
And when it hath the thing it hunteth most,
'Tis won as towns with fire, so won, so lost.
KING
We must of force dispense with this decreet
She must lie here on mere necessity.
(Itii142-149)
Large omissions of the text pertain to the lines of omitted 
characters or to dialogue between characters which does not 
advance the action of the libretto, e.g., Act I, Scene 1 
(Dull and Costard); the entire Act III (Armado, Moth, Berowne, 
and Costard); Act IV, Scene 2 (Holofemes, Nathaniel, Jaque- 
netta, and Costard) 5 and Act V, Scene 1 (Holofernes, Nathaniel, 
Dull, Armado, and Costard).
In the play A Midsummer Night*s Dream, Theseus, Duke 
of Athens, is preparing to marry Hippolyta, Queen of the Ama­
zons. Egeus, Hermia*s father, complains that his daughter 
will not marry Demetrius to whom she is pledged. Hermia flees 
with her lover, Lysander, to an enchanted wood where the king 
and queen of the fairies, Oberon and Titania, and their court 
have met. Following them into the woods are Helena, who loves
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Demetrius* and Demetrius, who loves Hermia and is looking 
for her, Oberon, who observes Helena's unhappiness, tells 
Puck to touch the eyes of Demetrius with a love juice from
a flower while he is sleeping which will cause him to dote
on the first person he sees when he awakes. Mistakenly,
Puck annoints Lysander's eyes, causing him to fall in love 
with Helena who happens to wake him. A subplot includes 
Bottom the weaver and his friends who are rehearsing in the 
woods for a play entitled Pyramus and Thisbv to be presented 
as part of the wedding festivities for Theseus and Hippolyta. 
Mischievous Puck observes them rehearsing and places an ass's 
head on Bottom. Meantime, Queen Titania, whose eyes were 
also touched with the love juice by Oberon, awakens from her 
sleep and begins to dote on Bottom, The action is further 
complicated when Oberon touches Demetrius' eyes with the love 
juice causing him to fall in love with Helena. All is set 
right when Puck removes the spell from Lysander's eyes allow­
ing him to love Hermia again, and Oberon releases Titania 
from her love for Bottom* who returns to his group of actor-
friends. Theseus and Hippolyta find the two pairs of lovers
in the woods and invite them all to a triple wedding feast. 
After the feast, Nick Bottom and his companions give a per­
formance of Pyramus and Thisby.
The main plot in Siegmeister's Night of the Moon- 
spell is a modern-language paraphrase of Shakespeare's text 
with only slight direct allusion to the actual words, as may 
be seen by comparing the following excerpt from Act I, Scene I,
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of the play with that of the libretto*
EGEUS
Happy he Theseus, our renowned duke!
THESEUS
Thanks, good Egeus* what's the news with thee?
EGEUS
Full of vexation come I, with complaint 
Against my child, my daughter Hermia.
Stand forth, Demetrius. My noble lord,
This man hath my consent to marry her.
Stand forth, Lysander* and my gracious duke,
This man hath bewitch'd the bosom of my child.
(I* i* 20-28)
The libretto contains the following rendition*
COLONEL
How nice of you to visit us this afternoon.
You are welcome, Matthew, and you, too, David.
M A T T H E W
I wish to see my daughter Colonel, is she here?
COLONEL
Inside.
MATTHEW
With that young Shreveport fellow?
JOSEPHINE 
With Anthony, our guest.
MATTHEW
I have forbidden her to see him* the man is a fox, 
a scoundrel, who has wormed his way into my 
daughter's heart.
JOSEPHINE
But Anthony's a fine young man! I've known his 
mother since we were girls.
MATTHEW
Margaret is already pledged to David. He loves 
my daughter and has my consent to marry her.
In contrast, the farcical play within the play, Pyramus and
Thisby, is taken into the libretto almost word for word, since
the text as Shakespeare wrote it is so effectively humorous.
The underscored lines in the following excerpt from Act V,
Scene 1, of the play appear in the libretto*
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PYRAMUS
0 grim-look'd nightI 0 night with hue so black!
0 night, which ever art when day is not!
0 night. 0 night I alack, alack, alack.
I fear m.v Thisby*s promise is forgot!
And thou. 0 wall, 0 sweet, 0 lovely wall.
That stand4st between her father s ground 
and mine!
Thou wall, 0 wall, 0 sweet and lovely wall.
Show me thy chink, to blink through with
mine e.vne!
[Wall holds up his finger.
Thanks courteous walls Jove shield thee well for this!
(Vii*171-179)
The place of the opera is the forest and bayou country of 
Louisiana, rather than a wood near Athens. The scene is a 
plantation and the woods bordering a river or bayou, and the 
time is about 1900 during the Mardi Gras Season. The Colonel, 
Josephine, Matthew, and the four lovers are white aristocrats; 
the tradesmen who perform Pyramus and Thisby are Cajuns; and 
Robin and the fairies are black.
The orchestral forces required in these operas ranges 
from a chamber orchestra for Twelfth Night to large orchestras
for Love’s Labour's Lost and Night of the Moonspell. A paral­
lel list of the instrumentation required for each work is 
given at this point to illustrate their similarities and dif­
ferences.
Twelfth Night 
(Amram)
1 piccolo
1 flute 
1 oboe
1 English horn
1 clarinet 
in B-flat
Love's Labour's Lost 
(Nabokov)
3 piccolos 
3 flutes
2 oboes
1 English horn
3 clarinets 
in B-flat
1 clarinet 
in E-flat
Night of the Moon- 
spell tSiegmeister)
2 piccolos 
2 flutes 
2 oboes
2 English horns 
2 clarinets 
in B-flat
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1 bass clarinet 1 bass clarinet 2 bass clarinets
in B-flat in B-flat in B-flat
1 bassoon 2 bassoons 2 bassoons
1 contrabassoon 1 contrabassoon 2 contrabassoons
2 horns in F 4 horns in F 4 horns in F
1 trumpet in B-flat 3 trumpets in C 1 trumpet in C
2 trumpets, B-flat
1 trombone 3 trombones 3 trombones
1 tuba 1 tuba
percussiont percussions percussiont
timpani timpani timpani
snare drum snare drum snare drum
bass drum bass drum bass drum
woodblocks woodblocks woodblocks
tambourine tambourine tambourine
triangle triangle triangle
tom tom tom tom tom tom
xylophone xylophone
celeste celeste
harp harp
piano piano
scraper scraper (guiro)
cowbell cowbells (high
and low)
crash cymbals cymbal
mounted cymbals small ride cymba:
suspended cymbals
sock cymbal
bulb horn, tubular vibraphone, marimba, bongos 
chimes, Chinese gong, mandolin, guitar, 
ratchet castanets
All three composers write parts for the bass clarinet and 
contrabassoon to add color and richness to the bass of the 
orchestra. In the brass section, only Amram omits the tuba. 
Although Amram calls for the greatest number of percussion in­
struments, it is Nabokov who introduces some of the more 
notable ones, e.g., the mandolin and guitar. Both Nabokov 
and Siegmeister include a harp and piano, neither of which 
are part of Amram*s instrumentation. Unlike Siegmeister, 
Nabokov and Amram require a celeste.
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The length of the operas, as well as the individual 
acts and scenes, is indicated in Table 5 in terms of the 
number of pages and measures in the manuscript score.
TABLE 5
A COMPARISON OF THE STRUCTURE OF TWELFTH NIGHT (AMRAM), 
LOVE * S LABOUR’S LOST (NABOKOV). AND NIGHY~0F THE 
MOONSPELL (SIEGMEISTER)
TWELFTH NIGHT (AMRAM)
Act, Scene Pages Measures
I 400 1381
1 28 123
2 66 254
3 129 517
4 58 161
5 115 382
II 415 991
1 41 93
2 12 26
3 64 150
4 42 86
5 252 60?
Total: 815 2372
LOVE * S LABOUR'S LOST (NABOKOV)
Act, Scene Pages Measures
I 205 1770
1 56 577
2 56 455
3 91 738
II 381 1341
1 98 726
2 13 116
3 62 499
III
1 158 1014
Total: 744 4125
NIGHT OF THE MOONSPELL (SIEGMEISTER)
Act, Scene Pages Measures
I 320 1035
1 107 379
2 124 86
3 387 570
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TABLE 5— Continued
Act, Scene Pages Measures
II 329 976
1 125 351
2 63 207
3 139 4-18
III 233 768
1 94 342
2 437 426
Total* 882 2?79
The approximate duration of the performance of these works 
is ninety minutes for Twelfth Night and two hours each for 
Love's Labour*s Lost and Night of the Moonspell.
Music
Amram begins his opera with a trio of musicians who 
play onstage (Ex. 70). Their music, which is in the aeolian 
mode, is intended to suggest that of Elizabethan times. The 
melody sets a mood of melancholy which pervades the entire 
opera, i.e., the opera begins and ends with it, and whenever 
Viola thinks of Orsino the theme reappears. Later on, this 
motif returns as a background for Orsino's singing (see Ex. 
8 7, p. 187) and as the tune of Feste*s song "When that I was 
and a little tiny boy" (see Ex. 95* P* 195). Table 6 con­
tains the leitmotifs which occur in this opera.
[ o n  * X A t e
-T- -■ » rr ^  ■
Vo..
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Ex. 70. Amram, Twelfth Night (Act I, Scene 1, page
1).
TABLE 6
LEITMOTIFS IN TWELFTH NIGHT (AMRAM)
V H | / .
— --------
lk\ 11" - t ■ > ^ ?—-vp 4-— 0
— H C7 r*'P I
(a) "Melancholy” motif, associated with Orsino, Viola, 
and Feste
/ l  j  ;  1f ----- f  y f T ) 1 J
^ — L -------------
jy
* =
(b) Feste 
J = 5 t - 4 0
(c) Sir Toby Belch
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In contrast with the solemnity of the music at the opening 
of the opera, music of a dance-like character prevails at 
the beginning of Act II in anticipation of the humorous 
events to follow (Ex. 71).
»/ A. a •!/> # i Xfe 1= g
h im u I
Cloniw*
Tam-
vrine.
Cin-• A//e«ra
Violint
l l
page 1).
Ex. 71. Amram, Twelfth Wight (Act II, Scene 1,
170
Like Twelfth Night, Love * s Labour’s Lost also begins 
solemnly but with greater tension. A plaintive melody based 
on the interval of a minor third over complex sonorities 
functions as a "Sadness" motif (Ex. 72). This mournful mood 
anticipates that the opera, like the play, does not end joy­
fully but rather with a death, the postponement of weddings, 
and the imposition of penances. Leitmotifs from the opera 
are given in Table 7.
r »  > »J f l - i  f f n
Ex. 72. Nabokov, Love*s Labour's Lost (Act I, Scene
1, page 1).
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TABLE 7
LEITMOTIFS IN LOVE*S LABOUR*S LOST (NABOKOV)
-Ahdanit fnade.t'ata
(a) "Sadness" motif
Sij  f- f &r
(b) King of Navarre
Wide intervals frequently occur in the operas of 
Nabokov and Siegmeister. In Love*s Labour*s Lost, ascend­
ing melodic intervals of a minor seventh or octave are 
sounded against a background of sustained minor seconds 
(the "King of Navarre" motif, Ex. 73). A descending minor 
third derived from the opening of the opera sometimes 
follows (cellos, mm. 2-4-; clarinet, ro. 4).
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Allegretto
m
Ex. 73• Nabokov, Love*3 Labour*s Lost (Act I, Scene 
3, page 114).
Siegmeister begins with ascending and descending dissonant 
intervals of a major or minor ninth, augmented octave, or 
major seventh (Ex. ?4). A cluster of half steps occurs on 
the third count of measure 2 in the first violins, violas, 
and cellos.
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Oboe a mb
1. U
tri1st V io lin
Ex. ?U. Siegmeister, Night of the Moonspell (Act I, 
Scene 1, page 1).
Distinctive music to introduce characters appears 
in all three operas. In Twelfth Night-, the orchestra heralds 
the first appearance of the fun-loving and witty Sir Toby 
with a slow march-like motif played in the bass (Ex. 75).
The heaviness of the music may suggest that he is a rather 
large man and possibly overweight.
17^
Oboe
Joss
Ex. 75. Amram, Twelfth Night (Act I, Scene 2, page
29).
Music which precedes the pompous Malvolio's appearance is a 
mixture of dignified and comical elements. Brass instruments 
play a melody in D-flat major which the strings and woodwinds 
dissonantly mimic (Ex. 76). The xylophone plays a humorous 
figure consisting of the notes of a first inversion C-major 
chord.
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r J. s i x  3 %
picc
Clarinet
•Bl>
Trumpel
Bb
Viola
Cello
Boss
Ex. 76. Amram, Twelfth Night (Act I, Scene 3» page
127).
In Love's Labour’s Lost, a fanfare of trumpets and 
trombones heralds the arrival of the Princess and her ladies 
at the court of Navarre (Ex. 77). Offstage an ensemble of 
woodwinds and brass accompanied by a triangle plays a melody 
taken from the third phrase of the Gregorian alleluia for 
lauds at Easter,2 as if to indicate her joyful approach to 
life compared to the severe disciplines undertaken by the 
King and his friends. In other words, the Princess represents 
feasting, the King fasting.
%
a t  ~  L e  -  L n  -  L a . .
(a) Easter alleluia for lauds
2Liber Usualis. edited by the Benedictines of Solesmes, 
(Tournai, Belgium* Oesclee Company, 1963). p. 776^.
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E M t e ^ f t H g Kw  g ™ e*_y my w  jtwang^g
(b) Fanfare for the arrival ®f the Princess
Ex. 77. Nabokov, Love's Labour*s Lost (Act I, Scene 
1, page 30).
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A fanfare also accompanies the first appearance of 
the King of Mardi Gras in Night of the Moonspell. The jazzy 
music, characterized toy numerous syncopations, repeated notes, 
and complex sonorities, is not for torasses tout for woodwinds, 
piano, and strings (Ex. 78).
VI St 08
C lu iM i
BtMOOM
ftercuMioa
Ta*S
ERR
tA&C
(Fiaao)
I f ll  V iolie
Sad V ie lia
Viola
Cello
9*88
Ex. 78. Siegmeister, Night of the Moonspell (Act
I, Scene 3, page 196).
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Exotic music played by the woodwinds, percussion, 
and strings announces the entrance of Robin. The chimes, 
glockenspiel, and vibraphone suggest the mystery and magic 
associated with this character (Ex. 79). As he swings from 
a rope while gliding back and forth across the stage, ascend­
ing and descending arpeggios accompany the motion.
fbcomatomwo _ 
d s  SO .
fflates
@rtuts>ie«'
CW\m*» OietK
mF
/'I
Ex. 79. Siegmeister, Night of the Moonspell (Act I, 
Scene 3, pages 156-157)•
An introduction for an entire group of characters 
heralds the arrival of the cast for the performance of 
Pvramus and Thlsby. A brass band, designated in the score 
as a Cajun orchestra, plays discordantly as it marches about 
the stage while a butler serves drinks to the audience 
(Ex. 80).
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Ex. 80. Siegmeister, Night of the Moonspell (Act 
III, Scene 2, page 768).
Similarly, a percussion ensemble precedes the first appear­
ance of the fairies, who sit on a bank fishing (Ex. 81).
To suggest the rustic and humorous scene, the composition is 
distinguished primarily by syncopation and the contrasting 
timbres of a variety of instruments played by the orchestra 
from the pit.
Smt* rideC.AkftJ cv> datbC crate.
m  
*
2JL-2E
— .fa
P P
c*»iW
S*-9r.
c^ csc .
Ex# 81.. Siegmeister, Night of the Moonspell (Act I, 
Scene 3, page 133).
All three composers include dances in their operas. 
In keeping with the play, Sir Toby and Sir Andrew practice 
a galliard to music which adheres to the customary 6/8 meter 
but without the occasional use of hemiola characteristic of 
this dance (Ex. 82). The steps consist of a cinauepace 
(five steps) with a high leap on the fifth beat. Amram's 
music maintains the same rhythm in each bar except for a 
syncopation on the second beat at the cadence.
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Rett
Violins
Viola
Callo
Boss
m
86).
Ex. 82. Amram, Twelfth Night (Act I, Scene 2, page
Likewise, a dance for the Mardi Gras celebration in Night of 
the Moonspell is in 6/8 time and ironically, is interspersed 
with an occasional measure of hemiola (Ex. 83). In this re­
gard, Siegmeister*s composition displays the rhythmic charac­
teristics of a galliard to a greater extent than does the 
dance cited above from Twelfth Night. In the sonorities, 
however, this music belongs to the twentieth century as
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evidenced by the dissonant minor ninths, major sevenths, and 
minor seconds sounded in the bass* Clusters occur frequent­
ly in the upper woodwinds and strings which play in a note- 
against-note style.
Ctartntla
lo t  V io lin
Sad V io lin
C s lto
Ex. 83. Siegmeister, Night of the Moonspell. Act
III, Scene 3» page 861).
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In Love * s Labour*s Lost, the King, Berowne, Dumaine, and 
Armado caper about with their hands over their hearts as 
they plan their disguise as Muscovites to woo the ladies. 
For this occasion, the English horn and violas play a theme 
of Russian character (minor scale, raised fourth, lowered 
seventh) while the flute plays a similar one in augmenta­
tion (Ex. 84).
Ex. 84. Nabokov, Love * s Labour's Lost (Act II, Scene 
1, page 185).
Special effects are achieved in two of the operas by 
combining several different musical episodes at once or by 
using instruments in an unusual way. For example, in Love*s 
Labour*s Lost as Boyet reads aloud a love letter from Armado 
to Jaquenetta, three "musics" enter successively on cue from 
the conductor and play simultaneously but independently
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(Ex. 85). Boyet has to speak increasingly louder to be 
heard above the din and is left shouting as the music stops 
abruptly. The grating effect of this music underscores the 
tedious pretense and verbosity of Armado*s letter.
(a) Music I
I Lento
c
(b) Music II
i (?••• * /»«(<> >.nt .
(c) Music III
Ex. 85. Nabokov, Love*s Labour*s Lost (Act I, Scene
3, pages 144-145).
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In Twelfth Night. Sir Andrew, preceded by a comical bassoon 
solo, groans after being wounded in a sword fight with Sebas­
tian. As if to suggest his laboured breathing, the woodwind 
and brass players are directed in the score to blow through 
their instruments while the percussionist sweeps the timpani 
with a wire brush (Ex. 86).
L S I  C l «  n i - i s a i
Flute
piCC.
Oboe
hn
C/arinet 
bill cl 
6b
Bassoon
coirfrbwi
A --------------------------------------
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C-u t  -  . o f f .  ~
Trombone
Celeste
Suieep T'unyofti uulth uiift
Ti'wfon*
Ur»t 11 tu t -e g .  
nU. ^
Ah- e-ae
Ex. 86. Amram, Twelfth Nieht (Act II. Seen« 
303i vocal, woodwind, anT T>rass parts only).
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Musical characterization for the various roles ap­
pears in the solo songs, dialogues, and accompaniments.
For example, in Twelfth Wight. Orsino sings a lyrical melody 
which reflects his sentimental nature and his preoccupation 
with love (Ex, 87). The accompaniment for this song is the 
music heard earlier at the beginning of the opera and con­
tains the "Melancholy" motif (see Ex, 70, pp. 167-168).
LSI
Flute
_< n
ON STA4C. rw> f  { oprirw*.L*] 1 J J | | 'f  (........
t £ OH STA&l 8Ai SOtu OPTtov&\J2
^ ---------- -------------- —j— ' j  " - 1------ “j ---------------- -—Il i I z z S j
Orjir
Viola
Cello
do Ice
I j  mu5 - K be the fo o d  o f  lo w  p la y on.
feu 4J-TC'
Ex, 87. Amram, Twelfth Night (Act I, Scene 1, page
*0.
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Viola's music frequently reflects her melancholy 
over the supposed loss of her brother by shipwreck and the 
necessity of hiding her love for Orsino while she is dis­
guised as his page. Her song in a minor key with a descend­
ing melodic contour contributes to this impression (Ex. 88). 
As in the accompaniment for Orsino, a melodic figure is 
prominent•
T fk& e  me a w i l l  -  am e a -b fn  
< to l& e
Violins
gate and call u p - o n  my soul with- in  the house —
Violins
viokx
--
Ex, 88. Amram, Twelfth Night (Act I, Scene 3» pages
186-187, vocal and string parts only).
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That Malvolio is a pompous and austere character is 
obvious rrom his first appearance. Preceded by an ostenta­
tious .cadenza for solo cello to signal his entrance, he sings 
the word "Madam" on a sustained tone as if posing to attract 
attention (Ex. 89). His distinctive melodic line includes 
an ascending glissando on an augmented second followed by a 
descending minor seventh (m. 4). The xylophone is frequently 
associated with his music.
Rfcrc. 'j
ftjabrolio
Violins
Viota
C«l to
S«n*p*e pwnpos®
ma-dame _
„ rottfit* e Iron.
¥
imvoUo
l/on  young  f e l - L o w  Swears he. w i l l  speak—  w i th  you
W tflftS
Bx» 89. Amram, Twelfth Night (Act X, Scene 3, pages
140-141i vocal string, and percussion parts only).
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Olivia portrays her giddiness and wit in a chromatic 
melody as she realizes she is in love with Orsino*s page 
(Ex. 90). Her vocal part— over a d-flat pedal— uses all 
twelve tones of the scale with two notes repeated) d (mm. 1 
and 3) and d-sharp (m. 2).
Horns
Trumped
et>
Troml
tmrwa .SrTsiwi
/8
e ir-e n  ao  q u ic k  * m a y -  o n e . c a tc h ague
Violins
Viola
Cello
Boss
Ex. 90. Amram, Twelfth Wight (Act I, Scene 3, page
205j woodwind parts omitted;•
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Maria, Olivia's servant, sometimes imitates melodic 
characteristics of her mistress. Both include triplets in 
their vocal line and end on high notes (cf. Ex. 90 and Ex. 
91). Maria's more active accompaniment with its intervals 
of a major seventh and major or minor ninth may indicate a 
shrewish nature as she scolds Peste for his absence.
*
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Ex. 91. Amram, Twelfth Wight (Act I, Scene 3» pages
99-100, vocal and woodwind parts only)•
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Feste's well-known reply to Maria imitates the rhythm of her 
vocal line and suggests that he is poking fun at her, an ac­
tivity in keeping with his role as a clown (Ex. 92). The 
falling sevenths in the clarinets and horns in measure 3 are 
taken from Sir Toby's motif (see Ex. 75» p. 174, mm. 5-6). 
Their inclusion at the mention of marriage suggests that Feste 
knows that Maria and Sir Toby are attracted to each other.
y a m  Ej-.qa-ulP
Horns
( C o w  eta)
ore - Vents a bad_  mar- riageT ncm -y  a  g o o d -  h a n g - m g
Violins
m
arm
101) .
Ex. 92. Amram, Twelfth Night (Act I, Scene 3* page
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Feste's songs, which are set to lyrical melodies of 
modal character, reveal the serious side of the clown. In
the music and text of his first song, "Come away, death," a 
morose mood prevails. At the outset, the operational meter 
is 3/k rather than k/k time, since the second phrase begins 
strongly on the fourth beat (Ex. 93).
Flute
"omt a  - v*ayt eamt a
Violo mi..—  
Cello
lei me be laid. “Fly a-way, fly a- way breath
Ex. 93. Amram, Twelfth Night (Act I, Scene 3, page
19^
The gentle and melodious melody and accompaniment for ”0 mis­
tress mine” is derived from the "Melancholy" motif and suggests 
that Feste is sensitive to music and to the words he is sing­
ing (cf. Ex. 70, pp. 167-168, and Ex. 9k). In the flowing 
music played by three instruments, the flute doubles the 
melodic line as in the previous song (Ex. 9 3). Similarly, 
the accompaniment again includes a viola. In contrast, a 
bassoon rather than a cello plays the bass.
Rule
Bassoon
'feste
Viola
$
Oh mis-truss mine where are you roam  — in j ?.
Flute
Baaoon
feste
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Ex. 94. Amram, Twelfth Night. Act I, Scene 5, pages
290-291).
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The music and text for the song entitled "When that I was 
and a little tiny boy" suggests that Feste is nostalgic 
(Ex, 95). This diatonic and modal music (the "Melancholy" 
motif) was first heard as instrumental music at the beginning 
of the opera and as accompaniment for Orsino*s singing (see 
Ex. 8 7, p. 18?). Only Feste sings this melody with its mood 
of pensiveness and longing for the past.
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Ex. 95- Amram, Twelfth Night (Act II, Scene 5» pages 
400-401).
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Sir Toby's extremely simple solo melodies are con­
sistent with his direct manner and plainspokenness. De­
lighted at Maria's proposed trick on Malvolio» he sings the 
notes of a descending tetrachord with rhythms to accomodate 
the syllables of the text (Ex. 9 6)• The drone accompaniment 
played by woodwinds and brass suggests a march with bagpipes 
to the "Gates of Tartar/' the entrance to a section of Hades 
reserved for the worst offenders* Malvolio.
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Ex. 96. Amram, Twelfth Night (Act 1, Scene 5, page
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In contrast. Sir Toby's companion, the shallow and 
cowardly Sir Andrew, is a man of many words. As he com­
plains that Olivia is disregarding him in favor of Orsino's 
page, his melody spans a wider range than Sir Toby's and
contains many notes in long phrases in triple and quadruple 
rhythms (Ex. 97).
b  fit m m h  sari/ - try
Violins
Viola
Callo
e e /-s r &As b s - -  s f& m d  tp  -m&n m s
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Callo
Ex. 97. Amram, Twelfth Night (Act II, Scene 2, pages
vocal and string parts only) .
In Love's Labour9s Lost, the musical characteriza­
tion of the King and his lords is particularly effective.
At the King's first appearance he is represented as digni­
fied and self-controlled as he sings quietly a lyrical 
melody in short phrases which alternately descend or ascend 
and include intervals as wide as a seventh (cf. "King of 
Navarre" motif. Table 7. p. 171. and Ex. 98). He is accom­
panied by the harp and strings only without the contrabass.
C AnAoj&t-
Ex. 9 8. Nabokov, Love's Labour's Lost (Act I, Scene 
1, page 10).
Later on, as the King speaks of his love for the Princess 
while Berowne is eavesdropping, his melody contains several 
intervals of an octave to suggest his rapturous state of 
mind (Ex. 99)• Berowne responds in jest as an aside with 
both singing and speaking.
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Ex. 99, Nabokov, Love*s Labour's Lost (Act II, Scene
1, page 213).
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When the virtuous Dumaine appears, the King and Berowne from 
their hiding places observe that he is lovesick. In an as­
cending glissando, the King calls out his name, followed by 
Berowne*s falsetto cry of "Ah, met" (Ex. 100). In this scene, 
only the audience is omniscient, i.e., the King and Berowne 
are unaware of each other, and Dumain is not aware that he 
is being observed. Unwittingly echoing Berowne, he patheti­
cally cries "Ah, me!"
 / !L Iz teM  Surft
• 'v. o(t>
&£dz I-------- r-
m e
Ex. 100. Nabokov, Love*s Labour’s Lost (Act II, Scene
1, page 220).
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As the King attempts to write a love letter to the Princess, 
his vocal line becomes partly recited and partly sung 
(sprechstimme)a as if to reflect his excitement (Ex. 101).
A brief violin solo accompanies his romantic thoughts.
<
%
KING
So sweet a kiss the golden sun gives not 
To those fresh morning drops upon the rose.
Ex. 101. Nabokov, Love’s Labour*s Lost (Act II, 
Scene 1, page 224, vocal and string parts only)•
In a similar emotional state, Armado— the pedantic Spaniard 
with pretensions to learning and brilliance— writes a love 
letter to Jaquenetta as he sings a series of descending 
glissandos (Ex, 102).
_____ C t- fc S C - vrrt
Ex. 102. Nabokov, Love * s Labour9s Lost (Act I, 
Scene 2, page 83, vocal and string parts only).
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His romantic ardor shows in his music for the text "This 
very grove is melodious with love" (Ex. 103). The first 
violins (mm. 2-4) imitate with ornamentation the descending 
third in the vocal line (m. 2)• As if not to be outdone, 
Armado adds an ornament of his own (m. 4).
&$& L* )
Ex. 103. Nabokov, Love*s Labour*s Lost (Act II,
Scene 1, page 238, vocal and string parts only).
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Like Armado, Boyet— the Princess®s chaperon and ad­
visor— sings a series of descending glissandos but with a 
different technique (Ex. 104). In measures 2 through 4, 
a rest follows the first note of the glissando to indicate 
an effect designated in the score as a hiccup-like or burp- 
like breath glissando.
It P(*«p«nt|rw 
Sfie€gf9
'cutm
Ex. 104. Nabokov, Love's Labour * s Lost (Act II, 
Scene 3» page 345» vocal and string parts only).
The music of the Princess and her two ladies from 
the French court, Rosaline and Katharine, suggests that the 
shrewd Princess and the witty Rosaline are more alike. The 
Princess's music often includes large ascending intervals 
with phrases concluding on high notes (Ex. 105)» the latter 
being also a characteristic of the melodies of Olivia and 
Viola in Twelfth Night (cf. Ex. 90 and Ex. 91» pp. 190 and 
191).
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Ex. 105. Nabokov, Love's Labour*s Lost (Act II, 
Scene 3, page 319).
Similarly, as Rosaline praises Berowne to the Princess for 
his witty and merry disposition, her phrases also contain 
large upward leaps of a seventh or an octave and end with 
high notes (Ex. 106).
205
& •  fame, && tome*' v*t- -4
%9$-
n
rt
i#
Sy * E
jwaKjifr Tm, jr *"
f * = ----------------- 1
Ex. 106. Nabokov. Love * s Labour*s Lost (Act I, 
Scene 3, pages 119-120, vocal and string parts only).
The gentle Katharine*s melodies are tranquil in comparison 
with those of the Princess and Rosaline. The intervals are 
smaller and frequently descend (Ex. 107). The cello play­
fully mimics the endings of her phrases (voice part, mm. 1-3) 
by playing wide intervals in the opposite direction (cello, 
m. 3) •
^
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Ex. 107. Nabokov, Love * a Labour6 s Lost (Act I, 
Scene 3» page 118).
The music for Jaquenetta partakes of some of the 
characteristics of the music for the Princess and her ladies 
and introduces some new ones of her own. It is lyrical like 
that of Katharine and virtuosic like the melodies of the 
Princess and Rosaline in its wide ascending intervals. She 
exceeds the others in vocal range by reaching a c''' (Ex. 108). 
Her sadness and resignation to her life as an unmarried dairy-
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maid calls forth the descending minor thirds of the "Sad­
ness" motif (mm. 2-3, 3-4, 5). As she sings "goodbye"
(mm. 5-7), music of a lighter character indicates that she 
is frivolous about her fate.
*
ftJ F
furti (fit!
Ex. 108. Nabokov, Love9s Labour*s Lost (Act I,
Scene 2, page 65).
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Moth, Armado*s page, is not one of those in love. 
Like Feste in Twelfth Night, he is a singer of songs, e.g., 
"When icicles hang by the wall" (Ex. 109)• His lyrical 
and modal melody, which is imitated by the bassoon, suggests 
a reflective mood for this witty character. Complex sonori­
ties, syncopation, and rhythmic figures in the other instru­
ments provide harmonic and rhythmic variety for the song.
h.
Id
lire
$ = = = = * = = = = =
ffTw
ijggf- ~t
Jjj r i
*■.-1 ■====i
Ex. 109. Nabokov, Love’s Labour0s Lost (Act III,
Scene 1, page 531).
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The characters in Wight of the Moonspell belong to 
four groupst the older characters, the young lovers, the 
fairies, and the performers of the opera within the opera.
Of the three older characters, the Colonel is the most 
prominent. He is depicted as a gracious host as he wel­
comes Matthew and David to his home. His bass voice, accom­
panied only by two high notes played tremolo by the violins, 
is easily heard (Ex. 110) as he sings a descending sequence 
(mm. 1-3) and wide intervals of a diminished octave and a 
major ninth (mm. 4-5).
Ex. 110. siegmeister, Night of the Moonspell (Act
I, Scene 1, pages 25-26).
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That the Colonel has a humorous side appears in the comment 
he makes about grand opera as Pyramus kills himselft "If I 
know grand opera# his wound will not prove fatal for some 
time yet." Similar to Mazette# who sings an ascending melody 
outlining a dominant ninth chord# he sings a lightly accom­
panied descending melody on the notes of a dominant seventh 
chord on e-flat (Ex. 111).
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Ex. 111. Siegmeister, Night of the Moonspell. Act
III, Scene 2, page 841# vocal and string parts only).
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Josephine, who is soon to wed the Colonel, sings expressive­
ly as she defends Anthony's character to Matthew (Ex. 112). 
Her vocal part, accompanied by a flute obbligato, is instru­
mental in character.
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Ex. 112. Siegmeister, Night of the Moonspell (Act 
I, Scene 3* pages 29-30).
Matthew expresses his anger over his daughter's disobedience 
to him in a syncopated melody which contains numerous dimin­
ished fifths (or augmented fourths) in a narrow range (Ex. 
113)* The strings seem to mock him as he appeals to Louisiana 
law as support for his argument against her (m. 2).
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Ex. 113• Siegmeister, Night of the Moonspell (Act
I, Scene 1, pages 55-56).
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Margaret sings to Anthony of her love in an angular 
melody which includes many wide intervals within a range of 
an octave and a half, i.e., perfect and diminished octaves, 
minor and diminished sevenths (Ex. 114). The strained charac­
ter of the music suggests that in spite of her love for 
Anthony, her father's disapproval brings her much anxiety.
> 4  —  Nou> I  a ih  y c < X i a k J  u ) i i l  b e -
2 n d  V io lin
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Ex. 114. Siegmeister, Night of the Moonspell (Act. _____ ____ ______
I, Scene 1, pages 19-20, vocal and string parts only)
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On the other hand. Holly is unhappy that David is not in 
love with her. To express this, her vocal line is often 
disjunct and contains descending diminished octaves and an 
augmented fourth (Ex. 115)»
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Ex. 115. Siegmeister, Night of the Moonspell (Act
I, Scene 1, pages 103-104, vocal and string parts only).
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Anthony extends the mood set by Margaret as he
plans the details of their elopement. His melody, doubled 
by the horn at first, is likewise angular (cf. Ex. ll4, 
p. 213, and Ex. 116) and uses all the notes of the chromatic 
scale except f-sharp, g-sharp, and a-sharp.
Ex. 116. Siegmeister, Night of the Moonspell (Act 
I, Scene 1, page 69)•
David, while pursuing Margaret in the forest, dramatizes his 
awareness of the wood's enchantment by singing wide intervals 
on certain key words (Ex. 11?) i minor or major sixths on the 
word "magic" followed by a descending chromatic scale on the 
first syllable (mm. 1-2) and ascending diminished octaves at 
the words "charms" and "spells" (mm. 4-5). In the accompani­
ment the temple blocks, vibraphone, harp, and piano contribute 
to the effect.
de\c£ e&nt&fri te
» b±  b*
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Ex. 117. Siegmeister, Night of the Moonspell (Act 
II, Scene 3, pages 546-547).
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One of the persons responsible for the magic is 
Robin* who practices voodoo on various characters by touch­
ing a charm to their eyes while they are sleeping, unlike 
the play, where he uses the juice of a flower to cast the 
spell (lit it 69-72). The beginning of his modal melody for 
the incantation is chant-like (Ex. 118)• To heighten the 
effect of magic being performed, tremolo strings play clus­
ters of minor seconds.
ta d  V io lin
Coll©
Ex. 118. Siegmeister, Wight of the Moonspell (Act 
II, Scene 1, pages 395-396, vocal and string parts only).
On discovering that Robin has placed a spell on the wrong 
person, i.e., on Anthony rather than David, the King expresses 
his annoyance by singing a melody in a recitative-like style 
(Ex. 119).
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Ex^ 119. Siegmeister, Night of the Moonspell (Act
II, Scene 3, page 55^,
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Under a spell which causes her to dote on the ass-headed 
Mazette, the Queen sings him a song entitled "Come, sit 
here on my flow'ry bed." Her lyrical melody, which has a 
range of more than an octave, has a continually ascending 
and descending contour (Ex. 120). Sonorities built by a 
mixture of augmented, diminished, and perfect fourths and 
fifths accompany the syncopated vocal line.
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Ex. 120. Siegmeister, Night of the Moonspell (Act
, Scene 1, pages 654-655. vocal and string parts only).
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Quotations from the works of other composers occur 
frequently in the performance of Pvramus and Thisbv. and 
the effect is hilarious. The harmonic and rhythmic com­
plexities which have dominated the opera up to this point 
now give way to musical styles from the nineteenth century. 
As Mazette describes the moonlit evening (Ex. 121), he sings 
a melody based on the aria Mon coeur s*ouvre a ta voix ("My 
heart at thy sweet voice") from the opera Samson et Dalila 
(1877) by Camille Saint-SaSns (1835-1921).
l ln r p
V io lin
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C o llo
Ex. 121. Siegmeister, Night of the Moonspell (Act
III, Scene 2, page 8291 vocal, harp, and string parts only).
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When he jumps to the conclusion that Thisby is dead, he sings 
"Tongue, lose thy light" to the main theme of the first move­
ment of Beethoven's Piano Concerto No. 3 in C Minor, Op. 37 
(1800) while in the background the piano intones the opening 
measure of the same composer's Piano Sonata in P Minor, Op.
57 ("Appassionata," 1804, Ex. 122).
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Ex. 122. Siegmeister, Night of the Moonspell (Act 
III, Scene 2, pages 841-8^-2).
Flute, who plays the part of Thisby, finds her Pyramus dead, 
although Mazette cannot resist answering in an aside. The 
tune for this exchange comes from the beginning of the song 
"Who is Sylvia" (1826) from Shakespeare's Two Gentlemen of 
Verona by Franz Schubert (1797-1828, Ex. 123)•
Ex, 123* Siegmeister, Wight of the Moonspell (Act 
III, Scene 2, page 844, vocal and string parts only)•
Overshadowing Flute almost entirely, Mazette sings the theme 
of Vesti la giubba (“On with the play") from the opera 
Pagliacci (1892) by Ruggiero Leoncavallo (1858-1919) as he 
humorously continues to monopolize the stage (Ex. 124).
Pocc 6 i
Speak > speak t 
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1* Violin
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Naw m. X H ed:
Ex. 124. Siegmeister, Wight of_the MoonspeU (Act
III, Scene 2, page 845, vocal and string parts only).
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Other short instrumental quotations occur in the horns with 
the main theme of the second movement from Symphony No. 5 
in E Minor, Op. 64, (1888) by Peter Ilyitch Tchaikovsky 
(1840-1893), and in the first violins with the first theme 
of the third movement of the Violin Concerto in E Minor,
Op. 64, (1844) by Felix Mendelssohn (1809-184?, Ex. 125).
M q aw l i f  i i  %  iky. Oact w t t  d ie , —  d ie ,—  die,  die?
Ex. 125. Siegmeister, Night of the Moonspell (Act
III, Scene 2, pages 846-8471 vocal, horn, and string parts
only).
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Lastly, Flute begins a phrase which is completed by Mazette 
from the Liebestod ("Love Death") from the third act of the 
opera Tristan und Isolde by Wagner (Ex. 126).
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Ex. 126. Siegmeister, Wight of the Moonspell (Act 
III, Scene 2, pages 846-847), vocal and string parts only).
Only two brief instrumental quotations appear in Love * s 
Labour*s Lost* the "Desire" motive from the Vorspiel of 
Wagner's Tristan und Isolde and, immediately following it, 
an allusion to the opening motive of Beethoven's Symphony 
No. 5 (Ex. 127).
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Ex. 127. Nabokov, Love*3 Labour8s Lost (Act I, Scene
2, page 113).
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Two duets from Wight of the Moonspell illustrate con­
trasting dramatic action* the unanimity of lovers and the con­
flict between two who are not lovers. The first type occurs 
as Margaret and Anthony, singing the same words, prepare to 
rest in the woods. The vocal lines and the string accompani­
ment form numerous intervals of superimposed perfect fifths, 
as if to suggest the weariness of the lovers from wandering 
through the woods after fleeing from Margaret* s father (Ex. 128),
i f. TFoeo p iu  t t o s s o .
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Ex. 128. Siegmeister, Night of the Moonspell (Act
II, Scene 1, pages 378-379).
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In contrast, the music which accompanies the disagreement 
between Holly and David contains augmented fourths, dimin­
ished fifths, minor sevenths, major sevenths, and diminished 
octaves (Ex. 129). The vocal parts, which begin with an 
ascending minor sixth in imitation at the fourth, form 
sonorities of a major ninth and major seventh on the first 
and middle beats of measure 2, respectively.
X  warft.
|OU Straight I *  Aen»t love
H a rp
Ex. 129. Siegmeister, Night of the Moonspell (Act_____
I , Scene 3» page 3011 vocal, harp, and string parts only).
In Twelfth Night, where the relative number of en­
sembles is quite large as in opera buffa. a duet between 
Maria and Sir Toby becomes a trio when Sir Andrew joins in 
(Ex. 130). A clear delineation of character occurs as Sir 
Toby humorously sings a melody in the bass to the repeated 
text "But see, but see," Maria comments on the situation, and 
Sir Andrew urges them to read a letter of challenge he has 
written to Cesario.
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Ex, 130. Amram, Twelfth Night
105-106, vocal and string parts only)
 (Act II, Scene 3, pagesa 9
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Catches are among the ensembles in Twelfth Night 
and Love*s Labour’s Lost. In the latter, the Princess, 
Katharine, and Rosaline sing one entitled "You cannot hit 
it" (Ex. 131). According to Shakespeare, however, the 
text is not sung but merely recited alternately by Rosaline 
and Boyet (IV* it 27-30).
U,t;( y, . Y** A W  M  it,
Ex. 131. Nabokov, Love*s Labour's Lost (Act I, 
Scene 3 , page 165# vocal and string parts only).
In the play Twelfth Night, as Sir Toby, Sir Andrew, and Feste 
sing "Hold thy peace" while reveling late at night, they are 
interrupted by Maria who tries to quiet them (Hi iiit 75) • In 
the opera, Maria starts off the singing and participates in 
the merrymaking (Ex. 132).
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Ex. 132. Amram, Twelfth Night (Act I, Scene 5* pages 
39^-396, vocal parts onlyTT
In Night of the Moonspell. the Queen*s fairies sing 
her to sleep with a lullaby. Although there are four singers, 
the number of parts varies from two to three (Ex. 133)• The 
vocal lines combine primarily in thirds, sixths, and triads, 
with an occasional appoggiatura (mm. 2-3)• In contrast, the 
the accompaniment of dissonant sonorities built by tritones
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and perfect fourths and fifths seems to presage the spell 
which the King will place on the sleeping Queen.
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Ex. 133. Siegmeister, Night of the Moonspell (Act
II, Scene 1, pages 3/*7-3z*8» vocal and string parts only).
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The six rustic members of the cast of Pvramus and 
Thisby vocalize in humorous discord before their rehearsal 
in the woods (Ex. 13*0 . Flute and Faimdeloup sing in B-flat 
major, Lebec in B minor, and Mazette in E dorian. In measure 
3, Faimdeloup, Bienadroit, and Marteau begin an ascending 
series of root position triads in G major.
Bien.
Do re ">• fa
Ex. 134. Siegmeister, Night of the Moonspell (Act 
I, Scene 2, page 110).
As they begin to sing "Dansez all night, you rich or poor," 
their harmony of root-position triads reflects their rudi­
mentary musicianship (Ex. 135). Likewise, the vigorous 
accompaniment suggests the elemental character of their 
dancing.
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Ex. 135. Siegmeister, Night of the Moonspell (Act 
I, Scene 2, page 114).
In Love * s Labour*s Lost, as the ladies bid their dis­
guised suitors to leave, all join in a sextet with four texts 
(Ex. 136). Rosaline imitates the beginning of the Princess's 
vocal line while Katharine sings a Latin text to an ascending
melody which is doubled by the first violin. As the men 
insist on a reply to their proposals, the King's laughter 
in measure 3 indicates that he is enjoying the repartee.
ro tocdefect*
St
>» 3 ju
I. M  -
Ex. 136. Nabokov, Love's Labour's Lost (Act III, Scene
1, page *44?, vocal and string parts only) .
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In Twelfth Night, when Sir Toby appears drunk after 
his injury in a sword fight with Sebastian, a septet sings 
six texts, Feste and Sir Toby the same words (Ex, 137). 
Olivia, Viola, and Orsino have brief spoken parts in addi­
tion to their singing, and Sir Andrew has the hiccups. The 
combination of the seven parts forms superimposed triads at 
times, as in the final sonority of measure 2.
n r ia
O liV ia
heste
Sir
Andrew
Sirlohj
Orsino
claims
it
a ™  -v . ,  -  —
(pentt3 fo )
 ; *. *
—  -  m o s t  d o n e
O, S ir  "To - bus drunk, he’s drunk,
.— ______  (p a n t s  ■/*» )
he *5 3i*unk.
drunk, S ir  lb -  bys d ru n k .
¥
he's drunk-. 
- m r --|T=
'Ttore thee w ell.
Jayc are a.)-mast dmeal-'Dieit done.
£
bm
■Hie!
gfr i —
2*U help t}ou. S ir  T o  by
d a y  are a t  — — rnost done.
. (o u t r a fc J .  he p a in ts  to S tr 'A - ) v  ,
3ut
He’s drunk 1st e~ilen s o :
Ex. 137. Amram, Twelfth Night (Act II, Scene 5. page 
336, vocal parts only).
Later on, as Viola affirms that she is indeed Sebastian*s 
twin sister, a three-part chorus sings "Thrice welcome, 
drowned Viola" (Ex. 138)— Sebastian’s line in the play 
(V»ii248).
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Bass
Ex. 138. Amram, Twelfth Night (Act II, Scene 5# page
368)
237
In an ensemble of twenty singers at the close of 
Night of the Moonspell. Robin is the principal singer 
(Ex. 139). Singing the same text softly in longer note 
values, the chorus functions as a background to Robin's 
folksong-like melody.
, [ J-entfc, J.S4]
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Ex. 139* Siegmeister, Night of the Moonspell (Act
III, Scene 3* pages 878-879, vocal parts only).
Summary
The librettos for the Shakespearean operas of Amram, 
Nabokov, and Siegmeister represent considerably diverse ap­
proaches to the setting of Shakespeare's plays as operas: 
Twelfth Night (Amram) uses lines from the play with texts 
sometimes appearing in a different sequence. Material bor­
rowed from another comedy of Shakespeare also appears in 
this work, viz., a song from Much Ado About Nothing. Love's 
Labour's Lost (Nabokov), which contains long passages from 
the play as paraphrase and shorter ones verbatim, reduces 
the number of lovers in the opera from four pairs to three, 
and the lines of omitted characters are occasionally assigned 
to other characters. Night of the Moonspell (Siegmeister) 
departs most from Shakespeare in story line and text and is 
almost entirely paraphrase except for the Pyramus and Thisby 
performance.
Twelfth Night frequently displays modal elements 
and thus suggests a characteristic of music in Elizabethan 
times. The harmonic idiom in Nabokov's Love's Labour's Lost 
includes complex sonorities that bear little resemblance to 
traditional chord structure, whereas the dissonances in 
Siegmeister's Night of the Moonspell often consist of chords 
which can be recognized as traditional with one or two added 
discordant notes. These harmonies, as well as melodic and 
rhythmic elements played by a variety of instruments, are 
important in the musical representation of such diverse
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emotions and mental states as sadness (the "Sadness” motif 
in Love * s Labour*s Lost, see Ex. 72, p. 1?0; the "Melancholy" 
motif in Twelfth Wight, see Ex. ?0, p. 167-168) and humor 
(the Cajun orchestra in Night of the Moonspell. see Ex, 80, 
p. 180).
Similar to the operas in the previous chapter, the 
size of the orchestras varies from chamber orchestra for 
the two-act opera Twelfth Night to large orchestras for 
the three-act operas Love*s Labour9s Lost and Night of the 
Moonspell. The instrumentation for the orchestras of 
Nabokov and Siegmeister is nearly identical and extends 
to their use of harp and piano (see pp. 16^-165). The most 
distinctive characteristic of all three composers' choices 
of instruments is in the variety of percussion instruments. 
Notably in Love * s Labour's Lost, offstage instruments and 
prerecorded instrumental music are required. In Night of 
the Moonspell. certain instruments in the orchestra add a 
distinctive timbre for magical moments, e.g., the chimes, 
glockenspiel, and vibraphone at the appearance of Robin 
(see Ex. 7 9, p. 179)• Special effects are used in Twelfth 
Night to suggest Sir Andrew's heavy breathing as the wind 
players blow air through their instruments (see Ex. 86, 
p. 186) and in Love's Labour's Lost as three "musics" are 
played simultaneously to underscore the pretensions of 
Armado's love letter being read aloud by Boyet (see Ex. 85, 
p. 185).
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The comedies Twelfth Night and A Midsummer Night’s 
Dream call for dancing, unlike The Taming of the Shrew 
discussed in Chapter III, and this provides the operatic 
works with stage activities other than singing. On the other 
hand, although the play Love9s Labour*s Lost does not include 
dancing, Nabokov supplies dance music for the King and his 
friends to caper about while planning their conquest of 
the ladies (see Ex. 84, p. 184). The play and the opera 
Twelfth Night mention the renaissance galliard, but the 
similarity of the music in the opera to the characteristics 
of this dance consists primarily in the use of 6/8 time (see 
Ex. 82, p. 182). In Night of the Moonspell. where jazz 
elements are present in much of the music for the fairies 
and Cajuns, the music for dancing by the entire cast at the 
Mardi Gras celebration uses both 6/8 time and hemiola, thus 
displaying more of the rhythmic characteristics of a galliard 
than does the dance by this name in Twelfth Night (see Ex.
83. p. 183).
All three operas include distinctive music to intro­
duce characters, some of which is used as leitmotifs, e.g., 
the slow march-like motif played by bass instruments which 
introduces Sir Toby in Twelfth Night (see Ex, 75. P» 174) 
and the "King of Navarre*9 motif of ascending major sevenths 
and descending minor thirds in Love9s Labour93 Lost (see Ex. 
73, p. 172). Although the other characters in the operas 
do not have individual motifs, Malvolio9s appearance is
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accompanied at his first appearance by a mixture of digni­
fied and comical musical elements> a cello cadenza and a 
vocal glissando (see Ex. 7 6, p. 175)• Fanfares precede 
the entrances of the Princess in Love * s Labour*s Lost and 
the King of Mardi Gras in Wight of the Moonspell. The music 
of the former includes a phrase of an Easter alleluia to 
reflect her joyful disposition (see Ex. 77. p. 177). and 
that of the latter is full of syncopations, repeated notes, 
and complex harmonies suggestive of a carnival spirit (see 
Ex. 78, p. 178). A percussion ensemble heralds the appear­
ance of the fairies (see Ex. 80, p. 180).
Quotations from the works of other composers occur 
in two of the operas to evoke a humorous response from the 
audience. In most instances, the borrowed music is from 
serious works dealing with intense emotions and tragedy. 
Notable in Night of the Moonspell is the incongruity of 
their presence in the farcical Pyramus and Thisby which 
calls forth laughter from the audience as each familiar 
melody is recognized. Themes from Wagner and Beethoven ap­
pear in Nabokov's Love * s Labour* s Lost (see Ex. 127, p* 225, 
m. 1, Wagner1 and mm. 1-3, Beethoven) and in Siegmeister's 
Night of the Moonspell (see Ex. 126, p. 224, Wagner; and 
Ex. 122, p. 221, Beethoven)• The quotations from Wagner 
by Nabokov and Siegmeister are from the same opera, Tristan 
und Isolde, that of Nabokov from the "Desire" motif of the 
Vorspiel and that of Siegmeister from the Liebestod. or
242
"Love Death.” In the manner of a quodlibet and melange, 
Siegmeister employs a variety of quotations from the works 
of Saint-Sa§ns, Leoncavallo, Schubert, Mendelssohn, and 
Tchaikovsky.
Voice classifications in these works frequently 
correspond to the age, beauty, or personality of the char­
acters. For some of the characters, effective vocal tech­
niques are used, e.g., the glissandos for Malvolio in Twelfth 
Wight (see Ex. 89, p. 189, m. 4) and Armado in Love's La­
bour’s Lost (see Ex. 102, p. 202), and the sprechstimme 
for the King in the latter opera (see Ex. 101, p. 201).
Musical characterization appears not only in the composers' 
assignment of voice classification and a small variety of 
special vocal techniques but also in the contour of the 
vocal lines, the degree of harmonic and rhythmic complexity 
used, and the serious or humorous nature of the accompaniment. 
The music for the ensembles, often with multiple texts, also 
reflects additional attributes of individual characters.
The three operas, based on diverse comedies of 
Shakespeare, are distinguished by libretto, instrumentation, 
and overall musical and dramatic effect. That they are 
effective theater pieces is evidenced by their premieres 
and critical reception (see Chapter lit Amram, p. 60» Na­
bokov, p. 53* Siegmeister, p. $6). The discussion of these 
works in this chapter confirms their evaluation as important 
and entertaining additions to the repertoire of Shakespearean
operas. The most outstanding features of Twelfth Night 
are the songs of Feste and the numerous small vocal en­
sembles. Love*s Labour*s Lost is impressive for the way 
in which the music juxtaposes serious and joyful elements 
in both the instrumental and vocal music. Night of the 
Moonspell is effective in the presentation of varied 
musical idioms and characterizations for the aristocrats 
(disjunct vocal lines and complex sonorities), the fairies 
(jazz rhythms), and the Cajun performers of Pvramus and 
Thisbv (quotation of well-known themes from operatic and 
instrumental works of other composers).
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CHAPTER V
DARK COMEDY AND LATE ROMANCE:
ALL'S WELL THAT ENDS WELL.
THE WINTER8S TALE
Our remedies oft in ourselves do lie*
Which we ascribe to heaven.1
HELENA
Two Shakespearean operas are based on comedies of 
a particular type. All’s Well That Ends Well (1955-1958) 
by Mario Castelnuovo-Tedesco is a dark comedy or problem 
play because it raises unresolved ethical issues associated 
with the follies of young love. Winter*s Tale (197*0 by 
John Harbison deals with such themes as sin and redemption, 
death and rebirth, thus combining both tragedy and a happy 
ending, the latter characteristic accounting for its common 
classification as a romance or tragicomedy by most Shake- 
speareans.
The list of characters in Castelnuovo-Tedesco*s 
All's Well That Ends Well is similar to that of the play 
with these omissions: Parolles (a follower of Bertram); the 
Steward, Clown, and Page (servants to the Countess of Rousil- 
lon); and Violenta and Mariana (neighbors and friends to the
lAll's Well That Ends Well (I:i:231-232), Hardin 
Craig, The Complete Works of Shakespeare. David Bevington, 
ed., p. 8 0 7.
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Widow). The removal of Parolles, who is a stock character
of the braggart soldier, bypasses both the argument with
Helena over the merits of keeping or losing virginity and
the issue of his evil influence on Bertram. The other
characters are minor ones and their omission brings greater
cohesiveness to the libretto. The voice classification for
the individual roles is as follows:
Helena, a gentlewoman protected 
by the Countess 
Diana, daughter to the Widow 
Countess of Rousillon, mother 
to Bertram 
An old Widow of Florence 
Bertram, Count of Rousillon 
A Gentleman at the court of France 
King of France 
Duke of Florence 
Lafeu, an old lord 
Soldiers, Frenchmen, Neighbors,
Pilgrims, Courtiers
Many lesser characters of the play The Winter* s 
Tale are omitted from the opera: Cleomenes and Dion, lords 
of Sicilia; Archidamus, a lord of Bohemia; Clown, son of 
the old Shepherd; Autolycus, a rogue,* a Mariner; a Gaoler; 
Emilia, a lady attending on Hermione; and Mopsa and Dorcas, 
shepherdesses. Notable among these is Autolycus the peddler, 
who merrily attends fairs not only to sell his goods but to 
steal from others. The omission of this character and his 
evil ways from the opera leaves the jealous temper of Leontes 
as the main focus. The composer's assignment of voice classi­
fication for the various roles follows:
soprano
soprano
contralto
contralto
tenor
tenor
baritone
baritone
bass
choruses
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Hermione, Queen to Leontes 
Perdita, daughter of Leontes 
and Hermione 
Paulinae wife of Antigonus 
Antigonus, a lord of Sicilia 
Florizel, Prince of Bohemia, 
son of Polixenes 
Leontes, King of Sicilia 
Polixenes, King of Bohemia 
Camillo 
Time
A Chorus of at least sixteen singers 
Mamillius, the young Prince of Sicilia, appears in the opera 
but does not sing or speak.
Like the play, the opera All*s Well That Ends Well 
begins sadlys the death of the Countess*s husband leads her 
son Bertram to leave home for the court of France as a ward 
of the ailing King. Helena, whose physician-father has also 
died, is a ward of the Countess and is in love with Bertram. 
Although she is beneath his social station, Helena follows 
him to the French court, and, with a prescription left her 
by her father, cures the King in return for being allowed to 
select a husband at court, i.e., Bertram. Forced to marry her 
against his will, Bertram leaves for the Tuscan wars and vows 
not to accept Helena as his wife until she gets his ancestral 
ring off his finger and has a child by him— neither of which 
he intends to happen. When Helena follows him to Florence 
disguised as a pilgrim, she is assisted by a widow and her 
daughter Diana in arranging a "bed-trick” with Bertram. Before 
the assignation, Diana obtains the ancestral ring from him, 
and, under cover of darkness, Helena substitutes for Diana, 
conceives a child by her lawful husband, and gives him a ring
soprano
soprano
mezzo-soprano
tenor
tenor
baritone
baritone
bass
bass
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which the King had given her. Bertram then returns to France 
where, ultimately, all the characters converge at the King's 
court. As Bertram— who believes Helena is dead— prepares to 
wed another woman, Diana appears with his ancestral ring and 
demands that he marry her. The King, on noticing the ring 
he had given Helena on Bertram's finger, accuses him of mur­
dering Helena. Helena appears at the last to clear up the 
misunderstanding. Bertram— -impressed with the trouble she 
has undergone to win his love— accepts her as his wife.
Castelnuovo-Tedesco derived his libretto for All's 
Well That Ends Well by selecting and omitting lines from 
the play. The following excerpt from the beginning of the 
play illustrates his procedure. Underlined portions of the 
text are included in the libretto.
COUNTESS
In delivering mv son from me. I bury a second husband.
BERTRAM
And I in going, madam, weep o'er my father's death anew*
but 1 musx attend hismajesty's command, to whom I am 
now in ward, evermore in subjection.
LAFEW
You shall find of the king a husband. madam % you, sir, 
a fathert he that so generally Is at all times good 
must of necessity hold his virtue to you? whose worthi­
ness would stir it up where it wanted rather than lack 
it where there is such abundance.
COUNTESS
What hope is there of his majesty's amendment?
(Iiiil-13)
The occasional repetition of a short phrase occurs, e.g., in 
Helena's soliloquy revealing her love for Bertram (Is is90- 
108)s "He is so above me” (1.98) and "not in his sphere" 
(1.100)• In addition to providing an opportunity for extend- 
a musical phrase, such repetitions are useful in emphasizing
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a point of the story line, in this instance, that Helena is 
not on the same social level with the one she loves.
The opera Winter*s Tale also follows the story line 
of the play very closely. For the most part, the libretto 
consists of quotations from the play and a few added texts. 
Unlike the play, where Time does not speak until the begin­
ning of Act IV, lines are added for him as he opens the opera. 
Leontes, Polixenes, and Hermione are introduced on a dark 
stage as they remain motionless beneath a spotlight. The 
story begins with the middle of scene 2 of Act I where Leontes 
becomes insanely jealous in thinking that his good friend 
Polixenes and Hermione are having an affair. In retaliation, 
Leontes instructs Camillo, his servant, to poison Polixenes. 
Instead, Camillo tells Polixenes of the plot, and they flee 
together to Bohemia. Leontes takes his young son Mamillius 
from his mother, and although Hermione is pregnant, Leontes 
has her imprisoned. When the child is bora, Paulina, Hermi- 
one*s attendant, brings the baby girl to Leontes in the hope 
that the sight of the child will soften him. However, he 
banishes the child, who is later taken by Paulina's husband, 
Antigonus, and abandoned on a seacoast of Bohemia. During 
Hermione's public trials as an adulteress, her son Mamillius 
dies, and Hermione swoons, apparently dead. Leontes' instan­
taneous repentance comes too late to do any good. The child—  
named Perdita— is left on the shore as a violent storm breaks. 
After a bear pursues and kills Antigonus, a shepherd finds the
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child and takes her into his family. Time appears again, 
announcing the passage of sixteen years and introducing 
Florizel, son of Polixenes, and Perdita, daughter of Leontes. 
In the scene which follows, Polixenes and Camillo in dis­
guise attend a sheepshearing festival to spy on Polixenes* 
son, Florizel, who is in love with Perdita, supposedly the 
old shepherd's daughter. When Florizel intends to proceed 
with marrying her without inviting his father, Polixenes 
reveals himself and threatens all concerned with punishments. 
Florizel and Perdita flee to Sicilia to Leontes* court and 
are followed there by Polixenes and the shepherd, who has 
revealed Perdita*s real identity. At Leontes* court a series 
of reconciliations take place. The old shepherd places Hermi- 
one*s necklace around Perdita*s neck and shows Paulina a frag­
ment of Antigonus' cloak. Perdita is restored to Leontes, 
Florizel is reconciled to Polixenes, and Leontes and Polixenes 
embrace each other. In the final scene, Paulina displays her 
statue of Hermione to all present, which— after causing much 
amazement for its likeness to the original— is Hermione after 
all. Thus Leontes is reunited with his wife. Unlike the play, 
Camillo does not return to Leontes* court, and consequently 
Leontes* proposal that Paulina and Camillo be married is 
omitted from the opera.
The following excerpt from the beginning of the first 
scene of the opera indicates the composer's procedure in 
selecting and omitting lines from the play. The underlined
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portions are included in the libretto
LEONTES
Too hot, too hot I
To mingle friendship far is mingling bloods.
1 have tremor cordis on me* my heart dances;
But not for joy; not joy® this entertainment 
May a free face put on, derive a liberty 
Prom heartiness, from bounty, fertile bosom,
And well become the agent; ' t may, I grant;
But to be paddling palms and pinching fingers,
As now they are, and making practis'd smiles,
As in a looking-glass, and then to sigh, as 'twere 
The mort o' th' deer; 0, that is entertainment 
My bosom likes not, nor my brows I Mamillius.
Art thou my boy?
Although crucial episodes of the story line are omitted, the 
libretto includes pantomimes to portray the omitted action* 
the contemplated poisoning of Polixenes by Camillo and their 
subsequent flight to Bohemia (I* ii*351-465), and the discovery 
of the infant Perdita by a shepherd after her abandonment on 
a seacoast by Antigonus (I*iii;1-142).
The length of the two operas, as well as the individ­
ual acts, interludes, and scenes is indicated in Table 8 in 
terms of pages and measures in the manuscript score.
A COMPARISON OF THE STRUCTURE OF ALL’S WELL THAT ENDS WELL 
(CASTELNUOVO-TEDESCO) AND WINTER'S TALE (HARBISON)
ALL'S WELL THAT ENDS WELL (CASTELNUOVO-TEDESCO)
MAMILLIUS
Ay, my good lord
(I*iii108-119)
TABLE 8
Act, Scene 
I
Pages
114
4
Measures
1
2
3
Introduction
Interlude
10
9
18
6
1421
73
128
106
229
64
251
TABLE 8— Continued
II
III
Scene Pages Measures
4 5 48
5 8 91
6 7 95
7 13 180
Interlude 6 51
8 17 229
9 4 4l
10 7 97
76 822
Introduction 4 57
1 7 79
Interlude 6 52
2 5 68
3 18 168
Interlude 2 30
4 10 95
5 16 180
6 8 33
114 1053
Introduction 5 37
1 9 81
2 10 109
Interlude 7 67
3 6 68
4 20 218
5 8 86
6 17 179
7 12 118
Epilogue 20 100
Total* 304 3296
WINTER'S TALE (HARBISON)
Act, Scene Pages Measures
I 106 1025
1 37 462
2 30 236
3 39 317
II 106 929
1 57 447
2 26 277
3 23 205
Total* 212 1939
The approximate performance time is two hours for All's Well
That Ends Well and ninety minutes for Winter's Tale.
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The instrumentation for the orchestras for these 
two operas contains many similarities, as can be observed 
in the list below. The key of the transposing instruments 
for Castelnuovo-Tedesco's orchestra is not stated as the 
opera exists only in a condensed score.
All's Well That Ends Well Winter's Tale
(Castelnuovo-Tedesco) (Harbison)
1 piccolo 1 piccolo
2 flutes 2 flutes
2 oboes 2 oboes
1 English horn 1 English horn
2 clarinets 2 clarinets in B-flat
2 bassoons 2 bassoons
1 contrabassoon
2 horns 2 horns in F
2 trumpets 2 trumpets in C
2 trombones
percussions percussions
timpani timpani
snare drum snare drum
harp two tenor drums, bass
piano drum, two triangles,
xylophone tambourine, claves,
chimes temple blocks, maracas,
bells two suspended cymbals.
glockenspiel, gong 
strings strings (6, 6, 4, 4, 3)
The differences in instrumentation include the use of a 
contrabassoon by Harbison, two trombones by Castelnuovo- 
Tedesco, and a variety of percussion instruments by both 
composers. Harbison also requires a second ensemble to 
accompany the pantomimes, called dumbshows by the composer. 
The instruments in this group includes
1 flute
1 clarinet (B-flat and A, alternately)
1 violin
1 cello
1 electric organ
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The dumbshow music is prerecorded and played through loud­
speakers spaced throughout the hall.
Music
All's Well That Ends Well begins with an instrumental 
introduction which states the principal theme of the opera, 
a leitmotif associated throughout the opera with Helena 
(Ex. J>0). In suggesting that the music be played in the 
mood of a French lai, the composer refers primarily to the 
mood, simplicity, and dignity of the thirteenth-century 
vocal compositions addressed to the Virgin or other lady.
The theme is often repeated, but not in the strict double 
versicle form frequently found in medieval music. The 
leitmotifs which recur throughout the opera are identified 
in Table 9.
A y d a r d r i n j o  r y x d i n c a n ico ( , n  * 1 * * "  )
I
Ex. 140. Castelnuovo-Tedesco, All's Well That Ends
Well (Act I, Introduction, page 1).
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TABLE 9
LEITMOTIFS IN ALL*S WELL THAT ENDS WELL 
(CASTELNUOVO-TEDESCO)
J\ndai\knc> malihconica
(a) Helena
yn? t ) 1 )  P ’ f
m
m-f
(b) Gerard de Narbonne (Helena's father) 
_/vle,da ramenia triasSo
(c) King
-MoSSo
‘M i i l l P i  -i-'— t ^ r * *
f
(d) Bertram 
_/)ndante_ caimo
9—
[ & F m
4r
^Tl —J-
— } yy -|^h*“ I .. f ,,,,.,1• ■
(d) Peasants (from Beethoven's Symphony No. 6)
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The motif reappears with varied instrumentation, e.g., at 
Helen's return to the court of France at the end of the 
opera (Ex. 1^1).
[ ^ ] c oAm_o ed es-huH'co /*>«. two lento
 ^ ,y
[ Ex. 1^1. Castelnuovo-Tedesco, All's Well That Ends 
Well (Act III, Scene 7. page 2?4).
At the beginning of the first scene, a brief canon at the 
octave— derived from the first theme of the opera— employs 
continuous dotted rhythms in the manner of a funeral march
M (xieraAo-funt.t^ fi.
s
cis/?
lbs.}
___________t. t* t * - • r a C i * frr-i ---------
K *  ■
■ }  n  u  i 1vts-l
L .J
Ex. 142. Castelnuovo-Tedesco, All's Well That Ends
Well (Act I, Scene 1, page 5).
Like Helena, the King also has a motif. Onstage 
trumpets announce a frequently recurring theme at his 
first appearance (Ex. 143).
M o cJc .v 'ft.rtn e rib e . tv \  oS&O
Ex. 143. Castelnuovo-Tedesco, All*s Well That Ends 
Well (Act I, Scene 4, page 48).
This theme is superimposed with others throughout the opera. 
For instance, Helena's motif— in a major mode— sometimes 
combines with that of the King (cf. Ex. 140, p. 253. and 
Ex. 144).
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Ex. 144. Castelnuovo-Tedesco, All's Well That Ends
Well (Act III, Epilogue, page 303)•
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Similarly, distinctive instrumental music precedes 
the appearance of the Duke of Florence as he returns from 
battle. Different groups of instruments play a chromatic
melody derived from Bertram's motif (see Table 9. p» 25*0 
in canon at the fifth (Ex. 1*4-5) -
•Sernphe. Jwosso e ajitaJo
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Ex. 1*4-5. Castelnuovo-Tedesco, All's Well That Ends 
Well (Act II, Scene 1, page 126).
The combination of the Duke * s theme and the King's motif 
creates a double canon at the octave and the fifth, re­
spectively (Ex. 1*46).
•
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Ex. 1*46. Castelnuovo-Tedesco, All's Well That Ends
Well (Act II, Scene 1, page 127).
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The melody sung by the Countess as she mentions the 
name of Helena's father for the first time (the "Gerard de 
Narbonne" motif) often recurs in the instrumental music 
(cf. Ex. 182, p. 288p and Ex. l4?» mm. 1-2, 4— 5. trumpets). 
As Helena thinks about Bertram, various instruments play in 
successive transpositions a lively ascending figure followed 
by a descending arpeggio (mm. 2-4, 5-6, woodwinds and piano).
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Ex. 147. Castelnuovo-Tedesco, All's Well That Ends
Well (Act I, Interlude, page 42).
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The "Gerard de Narbonne" notif, previously played by the 
trumpets, becomes varied and extended as a lyrical melody 
for woodwinds and strings (Ex. 148).
- Appassisn&h^
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Ex. 148. Castelnuovo-Tedesco, All* a Well That Ends 
Well (Act I, Interlude, page 43).
This motif, its extension, and the theme associated with 
Helena*s remembrance of Bertram (see Ex. 147, p. 2 5 8, mm.
2-4) are contrapuntally combined with overlapping conclusions 
and beginnings of phrases (Ex. 149). The orchestra provides 
various timbres for these themes1 brass and strings for the 
theme associated with Gerard de Narbonne, and woodwinds with 
that of Bertram.
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Ex. 149. Castelnuovo-Tedesco, All*s Well That Ends 
Well (Act I, Interlude, page 45).
Other combinations of themes or figures appear in alternation 
or juxtaposition. In Act II, for example, a lilting Italianate 
theme played by the violins suggests the joyful and songful 
atmosphere of the city of Florence. As a background, the 
woodwinds play a lively figure which is nearly identical with 
the first ten notes of the opening theme of the third movement 
of Beethoven's Symphony No. 6 in F Major ("Pastorale"), a move­
ment which is programmatically entitled "Merrymaking of the 
Peasants" (Ex. 150).
(a) The beginning of the main theme from the third 
movement of Beethoven's Symphony No. 6
(b) Juxtaposition of themes in Act II
Ex. 150. Castelnuovo-Tedesco, All*s Well That Ends 
Well (Act II. Scene 6. page 186).
The Beethoven-like theme, with motives derived from it, also 
appears in superimposition with a hymn tune identified with 
a group of pilgrims (Ex. 151).
Ex. 151. Castelnuovo-Tedesco, All*3 Well That Ends
Well (Act II, Scene 4, page 156). “
[ * - ]
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Act II begins with music associated with Bertram. 
The horns introduce a jubilant leitmotif beneath a con­
tinuous flow of rapid double thirds in the woodwinds and 
strings (Ex. 152).
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Ex. 152. Castelnuovo-Tedesco, All's Well That Ends 
Well (Act II, Scene 1, page 115)*
In the final bars of the opera, this motif appears in the 
trombones (Ex. 153) in combination with other leitmotifs, 
themes, or parts of themes associated with various charac­
ters or groups of characters! the King (trumpets, horns), 
Helena (strings, chimes), and the peasants (woodwinds, 
piano).
[Helena]
chines
r^teASAMTS]
DtlM&l
K 7 L ' t '
£m L^6NA]
PP
Ex. 153. Castelnuovo-Tedesco. All*s Well That Ends 
Well (Act III, Epilogue, pages 303-30*0•
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In the opera Winter*s Tale, prerecorded instrumental 
compositions for five instruments accompanies pantomimes, 
e.g.9 Camillo momentarily contemplates the murder of Polixenes 
as he bears him a cup of poisoned wine (Ex. 154). As if to 
suggest Camillo*s confused state of mind, an electric organ 
sustains sonorities containing minor or major seconds while 
the other instruments play eerie music in simultaneous duplet 
and triplet rhythms.
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Ex. 154. Harbison, Winter’s Tale (Act I, Scene 1, 
page 35).
In another instance, to depict the violent storm 
which breaks as Antigonus abandons the infant Perdita on a 
seacoast, the organ plays a continuous series of broken chord 
figurations— related to those in Example 154— which outline 
major, minor, and diminished chords. The other instruments 
play long notes, plain and ornamented, interspersed with 
brief and rapid figures (Ex. 155).
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Ex. 155* Harbison, Winter*s Tale (Act I, Scene 3» 
page 103).
At one point during the storm as a bear pursues and kills 
Antigonus, the woodwinds and strings reach a climax as the 
latter play a series of ascending arpeggios and the organ 
sustains a minor ninth in the bass (Ex. 156).
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Ex. 156. Harbison, Winter’s Tale (Act I. Scene *1. 
page 104).  ^ — ---
Several dance compositions appear in Act II, Scene 1, 
for a sheepshearing festival. The first of these, entitled 
"The Dance of Twelve Satyrs” (IV* ivi352), is for full orches­
tra and contains numerous meter changes which suggest rhythms 
associated with renaissance dances (Ex. 157).
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Ex. 157. Harbison, Winter’s Tale (Act II, Scene 1,
page 126).
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In contrast, a shepherd and shepherdess dance to the music 
of only two instruments. Accompanied by an oboe which sus­
tains a single tone, a flute plays a melody in the C-mixolydian 
mode, as if to suggest the simple music of a shepherd's pipe
(Ex. 158).
Ex. 158. Harbison, Winter's Tale (Act II, Scene 1, 
page 139).
A third type of instrumental music in this opera is 
that which intensifies a dramatic moment or sets a change 
of mood. For example, when Polixenes proceeds to break up 
the impending marriage of Florizel and Perdita at the sheep 
shearing festival, the velocity of the music increases and 
many minor ninths occur in the melody and accompaniment to 
suggest the violence of his anger (Ex. 159).
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Ex. 159* Harbison, Winter*s Tale (Act II, Scene 1, 
page 14-6).
The music which introduces the final scene of the opera 
sets an appropriate mood for a chapel with statues and a 
closed curtain before the central nave. Providing an 
atmosphere of solemnity and mystery, the chant-like melody 
at the beginning (Ex. 160) is answered in canon at the 
unison (m. 2). In the background is a chromatic figure 
in the treble (mm. 2, flutes, second violins) which appears 
in augmentation in the bass (mm. 3-**» cellos).
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Ex. l6o. Harbison, Winter*s Tale (Act II, Scene 3» 
page 189).
For the most dramatic moment of all— when the "statue" of 
Hermione descends from its pedestal to embrace Leontes-- 
a gong sounds, the orchestra provides accentuated dissonant 
sonorities, and a glockenspiel begins to play (Ex., i6l).
The latter instrument forms strong discords with the violas 
to color what seems to be an extraordinary magical event 
(mm. 3-*0 •
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Ex. l6l. Harbison, Winter*s Tale (Act II, Scene 3, 
page 204)•
In both the play and the opera, Time personified 
appears as an old man. However, in the latter, he serves 
several dramatic functions. As master of ceremonies, he 
introduces himself at the beginning of Act T (Ex. 162).
A prerecorded ensemble of five instruments accompanies 
the declamatory melodic line.
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Ex. 162. Harbison, Winter*s Tale (Act I, Scene 1,
page 1)«
Accompanied by sustained dissonances in the full orchestra, 
Time sings on one pitch followed by an octave leap downward 
as he assumes the role of prosecutor at Hermione*s trial
(Ex. 163)* an officer*s role in the play (Illsiii*11-22).
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Ex. 163. Harbison, Winter*s Tale (Act I, Scene 3,
page 70).
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In this role, he also reads an oracle from Apollo’s priest 
which states that Hermione and Polixenes are innocent of 
any wrongdoing. Here the chant-like melody is primarily a 
monotone with an ascending minor third at the end of each 
phrase (Ex. 164).
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Ex. 164. Harbison, Winter*s Tale (Act I, Scene 3, 
pages 53-5^)•
As Time turns an hourglass, he announces the passage of six­
teen years between the events of the two acts. Striking a 
drum, he announces that the action now takes place in Bohemia 
and proceeds to introduce new characters (Ex. 165). In con­
trast with Example 164, his vocal line departs frequently from 
his recitation note to include a descending minor third and 
diminished fifth.
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Ex. 165. Harbison, Winter»s Tale (Act II, Scene 1. 
page 108).
In both operas, the old men serve as counsellors 
to others. Por example, in All's Well That Ends Well Lafeu
advises Helena not to grieve excessively for her father as 
he sings an expressive melody lightly accompanied by alter­
nating tonic and diminished seventh chords (Ex. 166).
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Ex. 166. Castelnuovo-Tedescot All*s Well That Ends 
Well (Act I, Scene 1, page 12).
Lafeu displays his humorous side as he urges the King to 
give audience to Helena, who will so restore him to health 
that he will want to dance the canarie (II* it 77)* a dance 
from the late sixteenth and early seventeenth centuries 
named after the Canary Islands of Spain. The music in 6 /8  
time in the opera is not in keeping with the rhythmic pattern 
of this dancet J J J «J | J J *11 .2
^Thoinot Arbeau, Orchesography (New York* Dover 
Publications, Inc., 196?)• pp. 179-180.
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Ex. 167. Castelnuovo-Tedesco, All*a Well That Ends 
Well (Act I, Scene 6 , page 64).
In Winter*s Tale, another old gentleman, Camillo, admonishes 
Leontes for his cruel remarks about Hermione. Within a small 
range, his lyrical melody over mildly dissonant chords in the 
orchestra suggests that he is respectful in delivering his 
fraternal correction (Ex. 168).
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Ex. 168. Harbison, Winter*s Tale (Act I, Scene 1, 
page 2 6).
Of the royal personages in the two operas, Leontes 
in Winter*s Tale is the best drawn. After Time's introduc­
tions, Leontes expresses his angry suspicions about the re­
lationship of Hermione and Polixenes in a vocal line with 
ascending glissandos and many wide intervals (Ex. 169).
A lightly scored accompaniment reflects his mental tension 
with pizzicato strings in a low register and a sustained 
b-flat in the winds.
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Ex. 169. Harbison, Winter*s Tale (Act I, Scene 1,
pages 5-6)•
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The mellowing which takes place in Leontes with the passage 
of time is evident as he welcomes Polixenes* son to the 
French court. His diatonic melody of narrow range is lyrical 
and rhythmically calm against a background of dissonances 
played pianissimo by the orchestra (Ex. 170)•
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Ex. 170. Harbison, Winter*s Tale (Act II, Scene 2, 
pages 173).
As he remembers Hermione and speaks of the beauty of her 
eyes as resembling stars, his melody of fortissimo long 
notes expresses the strength of his emotion. To help create 
a mystical effect, the glockenspiel and woodwinds play in 
whole tones over mildly complex sonorities in the strings 
and brass (Ex. 171).
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Ex. 171* Harbison, Winter*s Tale (Act II, Scene 2, 
page 168).
Leontes is profoundly moved by the impressive likeness of 
the "statue" in Paulina's chapel to Hermione. On this 
occasion, his whole-tone vocal line includes intervals of 
an augmented fourth, diminished fifth, and augmented fifth 
to suggest his growing excitement (Ex. 172).
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Ex. 1 72. Harbison, Winter*a Tale (Act II® Scene 3 
page 195).
Like Leontes, Polixenes also possesses both a mild 
and a violent disposition. As he speaks to Perdita who 
presents him with flowers at the sheepshearing festival, his 
lyrical melody suggests gentleness. A cluster of three notes 
in the strings serves as a mildly dissonant accompaniment 
(Ex. 173).
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Ex. 173* Harbison, Winter*a Tale (Act II, Scene 1,
page 124).
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However, when he is crossed, he is capable of vehement out­
bursts of temper, e.g., his threats to disfigure Perdita's 
beauty with briars if she continues her relationship with 
Florizel. His music for this episode reflects his anger in 
a melody containing an upward leap of a diminished octave 
(Ex. 17^, m. 3) followed by a descending portamento on a 
perfect fourth (m. 4). The accompaniment suggests his rage 
in rapid-note figures repeated beneath dissonant sonorities.
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Ex. 17^. Harbison. Winter's Tale (Act II. Scene 1.
page 1^7-lW.
^
282
Unlike Leontes, the King of France in All*s Well That 
Ends Well does not undergo a radical transformation of per­
sonality in the course of the opera. On meeting Bertram for 
the first time and noticing the resemblance between him and 
his deceased father, the King reveals himself as a warm and 
perceptive man as he sings a melody based on a descending 
C-major arpeggio which continues with notes and orchestral 
harmonies borrowed from the parallel minor key (Ex. 175)•
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Ex. 17$. Castelnuovo-Tedesco, All*s Well That Ends
Well (Act I, Scene 5, page 53)*
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Singing a declamatory vocal line over an accompaniment of 
melodies based on overlapping descending arpeggios* he 
expresses his generosity in offering to provide Helena with 
a title and wealth in order to remove an obstacle to her 
marriage with Bertram (Ex. 176).
£P(u
Ex. 1?6. Castelnuovo-Tedesco, All*s Well That Ends 
Well (Act I, Scene 8 , page 9 8).
The King indicates his awareness of his self-control as 
he sings a diatonic lyrical melody which functions as a 
counterpoint to the earlier theme based on descending 
arpeggios (cf, Ex. 175 , p. 2 8 2* Ex. 176, above» and Ex. 177).
Ex, 177• Castelnuovo-Tedesco, All*a Well That Ends 
Well (Act III, Scene 4, page 228),
Two lesser members of the royalty in All*s Well That 
Ends Well are the Duke of Florence and Bertram, the young 
Count of Rousillon. Although the Duke is not a well-drawn 
character in either the play or the opera, he nevertheless 
receives a distinctive music derived from Bertram’s motif 
and characterized by chromatically descending melodic thirds 
(cf, Ex. 152, p. 262, and Ex, 1?8). The "Bertram" motif 
appears in the accompaniment (mm. 5-7) as if to associate 
him with military service to the Duke.
Ex. 178. Castelnuovo-Tedesco. A 11*8 Well That Ends 
Well (Act II. Scene 1. page 119)•
The solemnity of Bertram's music at his first appearance in 
the opera suggests his grief over the death of his father 
as he prepares to leave for the French court. He sings a 
diatonic melody based on the first five notes of the F-minor 
scale as the strings play a series of expressive chords over 
a chromatically descending bass (Ex. 179).
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Ex. 179• Castelnuovo-Tedesco, All’s Well That Ends 
Well (Act I9 Scene 2, page 6).
Like the Duke, his vocal line sometimes includes chromati­
cally descending thirds as if to presage his decision to 
leave the French court to join the Duke's army (cf. Ex. 178, 
p. 285, and Ex. 180). After marrying Helena against his 
will, Bertram sings an expressive melody as he passionately 
confides in Lafeu (Parolles in the play) that he will not 
fulfill the marriage contract. The chromatically descending 
harmonies played by the orchestra in dotted rhythms over an 
e pedal point are associated with his anguish.
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Ex. l80. Castelnuovo-Tedesco, All's Well That Ends 
Well (Act I, Scene 9, page 105)®
A lesser male role in the play, that of the Astringer 
or gentleman-stranger (Viii?-39; Vs iiii128-138), is enhanced 
in the opera with distinctive music. As he presents Diana's 
letter to the King of France in request of an audience, he 
sings a recitative-like melody which occasionally outlines 
triads as a clarinet plays an ascending rapid-note figure 
associated with his appearance (Ex. 181).
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Ex, 181. Castelnuovo-Tedesco, All*s Well That Ends 
Well (Act III, Scene 5. page 248)•
The two most prominent women in All*s Well That Ends 
Well are Helena and the Countess. As the latter praises the 
memory of Helena*s father, she sings his name to a leitmotif 
associated with him throughout the opera (Ex. 182).
45* m s  _
Ex. 182. Castelnuovo-Tedesco, All*s Well That Ends
Well (Act I, Scene 1, page 9)•
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Noting Helena’s melancholy, the Countess expresses empathy 
as she sings a lyrical melody accompanied in the major mode 
by the opening theme of the opera (cf. Ex. 140, p. 253, and 
Ex. 183).
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Ex. 183. Castelnuovo-Tedesco, All's Well That Ends 
Well (Act 1, Scene 2, page 21).
In a display of strong emotion, the Countess presses Helena 
to admit her love for Bertram as she sings a fortissimo 
melody with descending perfect fifths (Ex. 184).
Ex. 184. Castelnuovo-Tedesco, All's Well That Ends
Well (Act I, Scene 3» page 28).
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In soliloquy Helena reveals in an impassioned out­
burst that she is not mourning for her father# as the Coun­
tess first imagined. Preceded by the "Gerard de Narbonne" 
motif# she sings a similar melody in retrograde as if to 
indicate that the Countess has completely misunderstood the 
cause of her grief. As she admits that she is not thinking 
of her father, she concludes the phrase with a variant of 
the motif in regular order (Ex. 185), i.e.# she sets the 
matter straight.
Ex. 185. Castelnuovo-Tedesco, All*s Well That Ends 
Well (Act I# Scene 2# page 15).
Like the Countess# Helena also sings forcefully on occasion. 
For example# she sings the principal motif of the opera 
fortissimo against a full orchestra as she likens her one­
sided love for Bertram to the futility of worshiping the sun 
(Ex. 186).
Ex. 186. Castelnuovo-Tedesco. All's Well That Ends
Well (Act I, Scene 3» page 31)•
Later on. as she forsakes melancholy for action. Helena 
shows a positive attitude as she sings "All's well that 
ends well yet" in a cadenza-like melody derived from the 
motif of Gerard de Narbonne (Ex. 187)• In the accompani­
ment the motif associated with the King of Prance suggests 
that she is on her way to the French court (cf. Ex. 1^3»
Ex. 187. Castelnuovo-Tedesco. All's Well That Ends
p. 2 56).
Well (Act III* Scene 2, page ’210) •
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In Winter*s Tale, the music of Hermione reflects her 
composure and dignity. When her friends become alarmed over 
the accusations of Leontes against her, she reassures them 
as she sings an expressive lyrical melody doubled by the 
flutes and supported by mild dissonances in the orchestra 
(Ex. 188).
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Ex. 188. Harbison, Winter*s Tale (Act I, Scene 2, 
page ^5)•
Singing a declamatory vocal line, she calmly accepts her 
fate and predicts that she will be exonerated (Ex. 189). 
The resemblance of her music to chant not only reflects 
her strong faith in providence but presages her later ap­
pearance as a funerary statue in a chapel in the last 
scene of the opera.
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Ex. 189. Harbison, Winter*s Tale (Act I, Scene 2, 
page k6).
In contrast, Paulina is a lively character. As she 
shows her "statue** to Leontes, Perdita, and the others, she 
sings a rising melody accompanied by the glockenspiel to 
suggest an impending moment of magic (Ex. 190).
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Ex. 190. Harbison, Winter*s Tale (Act II, Scene 3.
page 201).
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At the climax of the opera, Paulina— as in the play (Viiiis 
98)— calls for music to signal Hermione's apparent trans­
formation from a lifeless statue into a living person0 At 
that moment, she sings a staccato, disjunctive vocal line 
doubled by the violas playing pizzicato as the woodwinds 
sound bell-like accents on sustained tones (Ex. 191).
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Ex. 191. Harbison, Winter’s Tale (Act II, Scene 3, 
page 202).
Vocal ensembles of various sizes appear in both 
operas, singly and in combination with other ensembles. In 
a duet between the lovers Perdita and Florizel in Winter* s 
Tale, the angular melodies, doubled by woodwinds, contain 
occasional cross relations (Ex. 192, mm. 1, 6-7).
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Ex. 192. Harbison, Winter*a Tale (Aet II, Scene 1,
page 119)•
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In All's Well That Ends Well. Diana and her mother sing a 
duet in canon as they consent to accompany Helena to the 
court of Prance to confront Bertram before the King (Ex.
193). Their melody outlines a half-diminished seventh chord 
(mm. 1-2) followed by a descending sequence (mm. 3-5).
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Ex. 193. Castelnuovo-Tedesco, All’s Well That Ends 
Well (Act III. Scene 1, page 199).
To conclude their pact with Helena, Diana and the Widow join 
her in singing a round to the text "All's well that ends 
well" on the "Gerard de Narbonne" motif (cf. Ex. 182, p. 288, 
mm. 2-3, and Ex. 194).
Ex, 194. Castelnuovo-Tedesco, All8 3 Well That Ends 
Well (Act III, Scene 1, pages 202-203, vocal parts only),
Similar contrapuntal devices also occur in Winter*s 
Tale, In a trio, Paulina and Antigonus sing a canon above 
Leontes* part, as if to suggest their unanimity of mind in 
opposition to his harsh intentions toward his infant daughter 
Perdita (Ex, 195), In the background the orchestra ominously 
repeats a dissonant sonority in every measure as Paulina and 
Antigonus try to dissuade Leontes from his course of action.
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Ex. 195. Harbison, Winter's Tale (Act I, Scene 2, 
pages 60-61, vocal and string parts only).
In Act II, an ensemble with multiple texts begins as 
a trio for Camillo, Florizel, and Perdita, and expands to a 
quartet with the entrance of the declamatory part of the 
Shepherd. While the woodwinds partially double some of the 
vocal lines, the strings provide a background of descending 
half steps in different registers, as if to suggest the 
singers' bewilderment following the rage of Polixenes at 
the festival where Florizel and Perdita were contemplating 
marriage (Ex. 196).
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Ex. 196. Harbison, Winter*a Tale (Act II, Scene 1,
151).
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A quintet in the dramatic final scene of the opera 
is an adaptation of Paulina's lines in the play (Vtiii»98- 
100). Resembling the first two measures of her solo on this 
text (cf. Ex. 191. p. 29^, and Ex. 197), the vocal parts con­
tain doublings for Paulina and Plorizel (mm. 1-2), and Perdita 
and Polixenes (mm. 1-4)• In contrast with the other sustained 
parts, Camillo and Florizel also sing chromatically descend­
ing lines (mm. 2-4 and 3-4, respectively).
CSl [TfcMP© fciOSTO, Js«o3
Ex. 197. Harbison, Winter's Tale (Act II, Scene 3. 
pages 207-2 0 8, vocal parts only).
In All's Well That Ends Well, a contrapuntal septet 
serves as an epilogue. The ensemble begins with imitative 
entrances at the octave of a theme based on a descending 
arpeggio (Ex. 198) and continues with statements in F-sharp 
major and F-sharp minor (mm. 9-12).
S *v ike
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Ex. 198. Castelnuovo-Tedesco, All’s Well That Ends 
Well (Act III, Epilogue, page 285)*
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When the ensemble turns to another text, they sing an orna­
mental theme which expands chromatically from a descending 
minor second to a major third (Ex. 199). A contrasting 
countersubject appears in slower note values (mm. 3-4, King; 
m. 5, Helena).
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Ex. 199. Castelnuovo-Tedesco, All0a Well That Ends
Well (Act III, Epilogue, pages 286-28?, vocal parts only).
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A melody derived from the "Gerard de Narbonne" motif and 
sung earlier by Helena becomes the subject of a fugato for 
the septet (cf. Ex. 18?, p. 2 9 1, and Ex. 200). The answer 
is at the fourth and has a brief countersubject (mm. 3-4).
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Ex. 200. Castelnuovo-Tedesco. All*3 Well That Ends
Well (Act III, Epilogue, pages 295-296, vocal parts only).
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They sing a final statement of this motif in a chordal 
setting with the melodic extension which was played earlier 
in an instrumental interlude (cf. Ex. 1^9» p. 260, mm. 2-5» 
and Ex. 201).
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Ex. 201. Castelnuovo-Tedesco, All*s Well That Ends
Well (Act III, Epilogue, pages 300*301, vocal parts only).
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Numerous choruses in All's Well That Ends Well are 
for a variety of ensembles for men's, women's, and mixed 
voices. Of those for male choruses— the Frenchmen, the 
soldiers, and the sailors— the last named serve only to 
provide an atmosphere, i.e., for the arrival of Helena,
Diana, and the Widow by ship at the harbor of Marseilles 
on their way to the French court. Without words, the sailors 
sing a chantey above an ostinato accompaniment of parallel 
perfect fifths over major ninth sonorities (Ex. 202).
L«n C t-CLv«4© e  frvjalCnceni'ceQ
Zl
Ex. 202. Castelnuovo-Tedesco, All's Well That Ends
Well (Act III, Introduction, page 191).
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The Frenchmen who have accompanied Bertram from the 
court of France to Florence sing a chorus to a text belong­
ing to the First Lord in the play (III* ii5) as they consider 
the Duke's explanation of the reasons for the Tuscan wars. 
This homophonic four-part music consists of parallel thirds 
in the tenors moving in contrary motion to parallel fifths 
in the baritones and basses (Ex. 203)• The symmetry of the 
vocal lines in note-against-note style suggests their unifor­
mity in military deportment.
Ex. 203. Castelnuovo-Tedesco, All's Well That Ends 
Well (Act II, Scene 1, page 119).
The soldiers, joined by Bertram in the letter's text from the 
play (III* iiii10-11), pledge their loyalty to the Duke as 
they sing a chorus based on the "Bertram" motif which opens 
Act II (see Ex. 152, p. 262)• In a vocal texture which ranges 
from unison to five parts, the melody with its military accom­
paniment receives reinforcement from the brass instruments 
(Ex. 204).
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Ex. 204. Castelnuovo-Tedesco, All's Well That Ends 
Well (Act II, Scene 1, page 125).
A women's chorus of neighbors serves the dramatic 
function of commentator as they excitedly hail the return of 
Bertram and some of the Duke's soldiers from battle® To a
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text belonging to the Widow in the play (Illivt76-78), they 
sing chords in a three- and four-part texture (Ex. 205)•
The accompaniment contains the theme from the chorus of 
soldiers (mm. 1-2) and an allusion to the King's motif 
(mm. 2-3).
M l  | H * » S S o  @ I
r
mtLLo
Ex. 205. Castelnuovo-Tedesco, All's Well That Ends
Well (Act II, Interlude, pages 147-148).
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Among the mixed choruses is that of the pilgrims 
who sing a Latin hymn to Saint James the Apostle, whose 
remains were discovered at Santiago de Compostela in north­
west Spain during the Middle Ages and became an object of 
pilgrimage, especially for French pilgrims from the latter 
part of the eleventh c e n t u r y .^ Although the two-part com­
positions sung at the office of St. James are still preserved 
in the cathedral archives in the Codex Calixtinus (ca.11^0) 
the music for the pilgrims in the opera is by the composer 
in the style of the hymns to St. James in the m a n u s c r i p t .5 
Since neither the procession of the pilgrims nor their Latin 
text appears in the play, the composer adds these elements 
to provide an effective religious pageant, or prayer scene, 
in keeping with popular Italian operatic tradition. In a 
letter to the Countess, Helena states that she has gone to 
Florence to be "St. Jaques' pilgrim" (III* iv*4). At the 
first appearance of the penitents, the altos and tenors sing 
in three parallel parts suggesting organum in a series of 
second inversion triads over a c pedal point (Ex. 206).
3New Catholic Encyclopedia. Vol VII (New Yorki McGraw- 
Hill Book Company, 19^7), p. 806.
Richard H. Hoppin, Medieval Music (New York* W. W.
Norton and Company, 1978), p. 173.
5peter Wagner, Die GesgLnge der Jakobsliturgie zu 
Sant iago de Compos tela (Fre iburg. Schweiz* Kommissionsverlag* 
universiidts-Buchhandlung, Gebr. Hess & Co., 1931).
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Ex. 206. Castelnuovo-Tedesco, All's Well That Ends 
Well (Act II, Scene 1, page 131)«
As the procession of pilgrims— which includes Helena— comes 
closer to the place where Diana and her mother are watching, 
the Widow asks Helena her destination. In the background, 
the chorus sings another setting of their hymn a capella in 
four-part harmony in the key of G minor (Ex. 207)•
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Ex. 207. Castelnuovo-Tedesco, All's Well That Ends
Well (Act II, Scene 3» page 138).
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In contrast with this chordal style, they occasionally sing 
in canon at the octave (Ex. 208).
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Ex. 208. Castelnuovo-Tedesco, All*s Well That Ends 
Well (Act II, Interlude, page 155. vocal parts only)•
Two choirs are superimposed as a chorus of women pilgrims 
sing an organum-like setting of their hymn in augmentation 
while a chorus of soldiers sing different music and text 
in unison or in chords of three parts (cf. Ex. 204, p. 307, 
and Ex. 209)• The dramatic irony is effective* the pilgrims 
represent a heavenly realm, the soldiers an earthly one.
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Ex. 209. Castelnuovo-Tedesco, All’s Well That Ends
Well (Act II, Interlude, page 1$0).
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Later on, as the embarrassed Bertram stands before
the French court while Diana displays the ancestral ring he 
gave her, a mixed chorus of Courtiers divides temporarily 
into women * s and men's sections as they alternate in singing 
a descending sequence of first-inversion chords at such a 
close time interval as to suggest an echo effect (Ex. 210).
Ex. 210. Castelnuovo-Tedesco, All's Well That Ends
Well (Act III, Scene 6, pages 262—263, vocal parts only)•
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In Winter*s Tale, a mixed chorus serves a number of 
dramatic functions as choir, commentator, and participant. 
Singing a text belonging to the Lords in the play (IIIi iii 
137)» the chorus praises Apollo for news from the oracle 
that Hermione is innocent of Leontes* charges (Ex. 211)•
The women's voices contrast with those of the men who imitate 
their part from a whole step below in singing overlapping 
perfect fifths and major seconds.
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Ex. 211. Harbison, Winter's Tale (Act I, Scene 3. 
pages 85-86, vocal parts only).
For dancing at the sheepshearing festival, the chorus sings 
a song to a text belonging to Autolycus in the play (IVsiiii 
1-3)• The music, accompanied by lively woodwind parts, in­
cludes the frequent use of hemiola and the mixture of regular 
and irregular beats associated with sixteenth century dance 
music (cf. Ex. 157. p. 266, and Ex. 212).
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Ex. 212. Harbison, Winter*a Tale (Act II, Scene 1, 
pages 111-112, vocal and woodwind parts only).
Several of Paulina* s lines in the play appear as 
choral texts in the opera. For example, when Hermione 
swoons over the news of Mamillius* death, the chorus sings 
"This news is mortal to our Queen" (IIItiii148). The music,
the dale *h«n «*ims in *«cef el year,o>
Sweet el *hc
trer th e  d a te / W h y  th e n i n
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which is lightly accompanied or doubled by the strings, con­
sists of complex sonorities in phrases which contain gasp­
like rests between words, as if to suggest the shock and 
disbelief of the singers (Ex. 213)•
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Ex. 213* Harbison, Winter's Tale (Act I, Scene 3.
page 92).
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Using Paulina's lines which blame Leontes for the tragedies 
which have occurred (lilt iit 211-212), the chorus sings a 
double canon in dissonant counterpoint based on minor thirds, 
perfect fourths, and descending minor seconds (Ex. 214). The 
bassoon part, which doubles the lower voice, is ostinato-like,
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Ex. 214. Harbison, Winter's Tale (Act I, Scene 3» 
page 98)•
A chorus and quartet combine to form the largest 
ensemble in the opera. The quartet sings Camillo's lines 
which advise Perdita and Florizel to flee to Leontes' court 
to escape Polixenes1 anger (IViivi75-76), while the chorus, 
singing a paraphrase of his lines 11.84), urges their swift
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departure. Perdita and Florizel sing parallel sixths above 
dissonances in the lower voices, while the choir sings dimin­
ished seventh chords (Ex. 215)•
way <Hwn cjaUk-ty L*ft
Lest
m - fion ©*£ ourv 4o
p r« - fn i's in<j f f io n  4 tert’M
w M  rfe-rff-rt-fien » 4  our- fetas
- f r z t h
ion
m
m
4c
un- Jrcem'J ili&res.4©
Ex. 215. Harbison, Winter*a Tale (Act II, Scene 1,
pages 195-196, vocal parts only).
Summary
Two operas, based on a dark comedy and a late romance, 
are effective in adapting the plays to focus on the principal 
characters and main plot. Except for the omission of less 
prominent characters and episodes which do not advance the 
drama significantly, each follows the text almost word for 
word with a few added texts and paraphrases. All*s Well 
That Ends Well, unlike Winter*s Tale, repeats short phrases 
occasionally to emphasise a particular thought. Notably, 
Winter*s Tale has a novel beginning! Time personified appears 
at the beginning of each act to introduce himself and the 
characters, unlike the play, where he enters only at the 
beginning of Act IV to announce the passing of sixteen years. 
The operas are divided into acts and scenes as follows:
two acts of three scenes each in Winter*s Tale and three acts
of from seven to ten scenes in All* s Well That Ends Well
(see Table 8, pp. 250-251).
Modal elements are present in much of the music of 
All*s Well, as if to suggest the characteristic mood of a 
medieval lai (see Ex. 140, p. 253)• This work, with its 
large orchestra, lyrical melodies, traditional chord structure, 
and harmonic progressions associated with nineteenth-century 
music, is in contrast with the angular melodies, complex 
sonorities, and intricate rhythms of Winter*s Tale. Set 
pieces are sometimes included in All*s Well, as in Helena's 
soliloquy revealing her love for Bertram in Act I. The
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simplest of means are utilized in this opera to express 
opposite emotionsi thus, when Helena is sad, she sings 
a lyrical melody in a minor key (see Ex. 186, p. 291)1  
when joyful, a theme resembling a fugal subject (see Ex.
18?, p. 291). In contrast, a variety of affects are 
achieved in Winter’s Tale by special vocal techniques, 
disjunct vocal lines, changes of tempo, and instrumenta­
tion. For example, Leontes sings portamentos and wide 
intervals when he is excited but smaller intervals in a 
narrow range when tranquil (cf. Ex. 169, p. 2 7 7, and Ex. 170, 
p. 278)• For the representation of a storm, an electric 
organ plays a continuous stream of rapid notes to suggest 
violent winds (see Ex. 155# p. 265). At an impressive 
moment— the coming to life of the "statue" of Hermione—  
the glockenspiel adds a distinctive timbre (see Ex. 161, 
p. 270).
Dancing takes place in the play, The Winter’s Tale, 
and is mentioned in All*s Well That Ends Well. Thus the 
inclusion of dance music in both operas provides diversion 
from the singing and variety to the stage action. In the 
former, the dance of the twelve satyrs suggests the rhythms 
of sixteenth century dance types by its frequent use of 
irregular rhythmic patterns indicated by meter changes 
(see Ex. 157# p. 266)• Although the canarie is named in 
All’s Well, none of the characteristics of this dance are 
included in the music, except its lively tempo (see Ex. 167#
p. 275).
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Both operas include ceremonial music. In All's 
Well, the pilgrims sing a hymn as they walk in procession 
(see Ex. 206, p. 310), and in Winter*s Tale, chant-like 
music of a solemn character introduces the scene in the 
chapel where all gather to view the "statue" of Hermione 
(see Ex. 160, p. 269)• Although no onstage musicians 
appear in either opera. Winter*s Tale— like Love * s Labour*s 
Lost in the previous chapter— calls for prerecorded instru­
mental music to be played through loudspeakers spaced around 
the hall.
Leitmotifs are important in both the vocal and 
instrumental music in All*s Well That Ends Well. Prominent 
among these are those associated with Helena, her father, 
the King, and Bertram (see Table 9, p. 25*0 . A quotation 
from the main theme of the third movement of Beethoven’s 
Symphony No. 6 ("Pastorale") is associated with the peasants 
at Florence. Although leitmotifs do not appear in Winter's 
Tale, the interval of a descending or ascending third is used 
prominently in the vocal and instrumental parts as a unifying 
device throughout the opera (see Leontes, Ex. 1?0, p. 2?8; 
and Hermione, Ex. 189, p. 293)•
Notable among the vocal ensembles in both operas 
are those in canon (Winter’s Talet Ex. 214, p. 317* All’s 
Well* Ex. 208, p. 311) and fugato (All’s Well* Ex. 198, 
p. 301). Both operas call for mixed choruses, but separate 
choruses for men's and women's voices appear only in the
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latter work. The superimposition of a men's chorus of 
soldiers and a women's chorus of pilgrims in All's Well 
produces dramatic irony (see Ex. 209, P* 312).
Winter's Tale has had several performances and has 
received critical reviews (see discussion. Chapter II, 
pp. 60-61). On the other hand. All's Well That Ends Well 
remains unpublished and has never been performed. These 
two operas— in different harmonic idioms and based on 
different types of comedy— are effective operatic works 
both musically and dramatically and deserve to be heard. 
Both contain much beautiful music for orchestra, solo 
singing, and vocal ensembles, which should— in time— merit 
a place for them in the modern repertory of Shakespearean 
operas.
CHAPTER VI
TRAGEDIES* HAMLET. 
ANTONY AND CLEOPATRA
Life's but a walking shadow, a poor player 
That struts and frets his hour upon the stage 
And then is heard no more.1
MACBETH
Three American operas are based on the tragedies
of Shakespeare* Prince Hamlet (1975) by Sam Raphling, and
two from the same play, Antony and Cleopatra, by Louis
Gruenberg (I960) and Samuel Barber (1966), respectively.
Unlike the preceding comedies, these works— which end in
death— present, of course, a much darker view of the world
and a greater challenge to the composers to write music on a
par with the literary masterpieces on which they are based.
The list of characters in Raphling*s Prince Hamlet
includes only the main protagonists of the play. Their names
and voice classifications are
Ophelia, daughter to Polonius soprano
Gertrude, Queen of Denmark, soprano or
and mother to Hamlet mezzo-soprano
Hamlet, son to the late and
nephew to the present king tenor
Horatio, friend of Hamlet tenor
Laertes, son to Polonius tenor
Claudius, King of Denmark baritone
Polonius, lord chamberlain baritone
M^acbeth (V*v*24-26), Hardin Craig. The Comolete 
Works of Shakespeare. David Bevington, ed., p. 1069.
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The part of the Ghost of Hamlet’s father is spoken by Hamlet 
as if repeating something only he can hear, and the players 
perform their play, The Mousetrap, in dance and mime. Among 
the numerous omitted characters are the Courtiers (Voltimand, 
Cornelius, Rosencrantz, Guildenstem, Osric, A Gentleman), a 
Priest, Officers (Marcellus, Bernardo), a Soldier (Francisco), 
a Servant to Polonius (Reynaldo), Grave Diggers (Two Clowns), 
the Prince of Norway (Fortinbras), a Captain, English Ambas­
sadors, Lords, Ladies, Officers, Soldiers, Sailors, Messengers, 
and other Attendants — all minor characters in varying degrees.
In contrast with the small number of roles in Raph- 
ling's Prince Hamlet. Gruenberg's Antony and Cleopatra calls 
for fifteen characters. However, only six of them are for 
singerss
Cleopatra, Queen of Egypt soprano
Charmian, attendant on Cleopatra soprano
Iras, attendant on Cleopatra soprano
Alexas, attendant on Cleopatra tenor
Antony, triumvir baritone
Soothsayer bass
Choruses of Ladies, Lords, Attendants, 
and Guards
The remaining nine characters, who have speaking parts only, 
are Demetrius, Philo, Enobarbus, Caesar, Lepidus, Agrippa, 
Maecenas, and Octavia. The supernumeraries include Lords, 
Ladies-in-waiting, Messengers, Soldiers, Folk, and Enter­
tainers.
Interestingly, this opera and Gruenberg's most suc­
cessful opera. The Emperor Jones (1933)# have in common the 
extensive use of spoken dialogue. According to Charles Hamm,
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the latter work is "more of a play than a true opera" and 
"the absence of traditional arias and ensembles [isj re­
grettable."2 These comments are appropos Gruenberg's con­
tinuation of this type of operatic composition in Antony 
and Cleopatra. For example, two of the four scenes in 
Act I are entirely spoken against a background of instru­
mental musict
Scene 2s Antony, on receiving the messenger and 
learning of the death of his wife Fulvia, makes 
plans to return to Rome.
Scene 3* Roman crowds in the streets shout insults 
about Antony's behavior in Egypt.
Strikingly, Caesar has no vocal part but speaks his lines 
as he and Antony confront each other over the latter's neglect 
of duty while in Egypt (Act II, Scene 1). Antony, who alter­
nately sings and speaks throughout the opera, speaks when 
addressing Octavia (Scene 2) but sings his dialogues with 
Cleopatra. Gruenberg adds an unseen, non-singing narrator 
to introduce the first and last acts with a brief commentary 
of from two to five sentences giving historical explanation 
(Act I) or summarizing events from the play (Act III). Thus, 
by including both sung and spoken texts, the opera succeeds 
in presenting much of Shakespeare's text and story line in 
a small period of time, provides a variety to the mode of 
presentation, and allows some of the text to be heard in its 
original medium as a spoken play.
2Charles Hamm, Music in the New World (New York»
W. W. Norton and Company, 1983)» P*
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In contrast with the operas of Raphling and Gruenberg, 
Barber's Antony and Cleopatra calls for thirty solo singers. 
The roles and voice classifications are
Cleopatra, Queen of Egypt 
Octavia, sister to Caesar
soprano
and wife to Antony lyric soprano
Charmian, attendant on Cleopatra mezzo-soprano
Iras, attendant on Cleopatra 
Mardian, a Eunuch,
contralto
attendant on Cleopatra high tenor
Octavius Caesar, triumvir tenor
Messenger tenor
Lepidus, triumvir tenore buffo
A Captain of Antony tenor
A Soldier of Antony tenor
Thidias, friend to Caesar tenor or high 
baritone
Eros, friend to Antony tenor or high 
baritone
Demetrius, friend to Antony low tenor
Maecenas, friend to Caesar baritone
Dolabella, friend to Caesar 
Canidius, 1ieutenant-general
baritone
to Antony baritone
A Rustic (Clown) baritone or bass
A Soldier of Antony baritone or bass
Mark Antony, triumvir 
Domitius Enobarbus, friend
high bass
to Antony bass
Agrippa, friend to Caesar bass
Scarus, friend to Antony bass
Decretas, friend to Antony bass
Soothsayer bass
Alexas, attendant to Cleopatra bass
Three Guards in Antony's Camp basses
Two Watchmen basses
Choruses for mixed and male voices
Omitted from the opera are a number of minor characters who 
contribute little to the advancement of the drama* Sextus 
Porapeius? friends to Antony (Ventidius, Philo)? friends to 
Caesar (Proculeius, Gallus)? friends to Pompey (Menad, Mene 
crates, Varrius)? lieutenant-general to Caesar (Taurus)? 
an Officer in Ventidius* army? an Ambassador from Antony to 
Caesar? and Attendants on Cleopatra (Seleucus, Diomedes).
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The story line in Prince Hamlet follows that of the 
play with the exception of those episodes involving omitted 
characters, e.g., Fortinhras, Prince of Norwayt and Rosen- 
crantz and Guildenstern. The libretto begins with an excerpt 
from the end of the plays the dying Hamlet prevents his good 
friend Horatio from drinking from a poisoned cup so that he 
will live to give a true account of the tragedy after his 
death. Returning to the beginning, the story proceeds with 
the sequence found in the play. While sorrowing over the 
death of his father, Hamlet encounters his ghost. The specter 
urges revenge on Hamlet®s murderous uncle who has seized the 
throne of Denmark and married Hamlet's mother. Feigning 
insanity, Hamlet plots to unveil his uncle's guilt by having 
a group of actors perform a play before the Danish court 
which suggests events similar to those leading to the death 
of his father. His uncle's conscience, moved by the play, 
causes him to leave the hall abruptly during the performance, 
thus confirming Hamlet's suspicions. In a succession of 
events, Hamlet spurns his love for Ophelia, threateningly 
confronts his mother with his knowledge of the circumstances 
of his father's death, mistakenly kills Ophelia*s father 
Polonius (leading to Ophelia's insanity and suicide)» and 
fights Polonius® son Laertes in a fencing match involving a 
poisoned sword. During the latter event before the Danish 
court, the swords become interchanged, and both Laertes and 
Hamlet receive fatal blows. Hamlet's mother mistakenly drinks 
from a poisoned cup prepared for Hamlet by his uncle and dies.
Learning that his uncle is responsible for the envenomed 
sword and the poisoned cup, Hamlet wounds him with the 
sword and forces him to drink from the cup. As Horatio 
reaches for the cup in order to follow his friend in death, 
the dying Hamlet prevents him by spilling the contents and 
urging Horatio to remain alive to explain the tragic events 
and clear his name.
After the prologue based on the ending of the play, 
the libretto for Prince Hamlet follows Shakespeare's text 
almost exactly with selected lines from the play. The 
underlined portions in the following excerpt are the lines 
used in the libretto for the beginning of scene 1 of the 
opera.
HORATIO 
Hail to your lordship!
HAMLET
I am glad to see you wellt 
Horatio I— or I do forget myself.
HORATIO
The same, my lord, and your poor servant ever.
HAMLET
Sir, my good friend; I'll change that name with yout 
And what make you from Wittemberg Horatio? Marcellus?
MARCELLUS
My good lord—
HAMLET
I am very glad to see you. Good even, sir.
But what, in faith, make you from Wittenberg?
---------  HORATIO----------------
A truant disposition, good my lord.
HAMLET
I would not hear your enemy say so,
Nor shall you do my ear that violence.
To make it truster of your own report 
Against yourselfi I know you are no truant.
But what is your affair in Elsinore?
We'll teach you to drink deep ere you depart.
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HORATIO
My lord, I came to see your father's funeral.
HAMLET
I prithee, do not mock me. fellow-student;
I think it was to see my mother’s wedding.
HORATIO
Indeed, my lord, it follow9d hard upon.
HAMLET
Thrift, thrift, Horatio I the funeral bak'd meats
Did coldly furnish forth the marriage tables.
Would I had met my dearest foe in heaven
Or ever I had seen that day, Horatio I
My fatherI--methinks I see my father.
HORATIO
0 where. my lord?
HAMLET
In my mind*s eye, Horatio.
------  (I:ill 159-185)
Likewise, the story line of Antony and Cleopatra for 
the operas of Gruenberg and Barber follows the text of Shake­
speare closely with the particular omissions noted above for 
each opera (see pp. 32k and 326). The Roman general and 
triumvir, Mark Antony, wastes his time in drunken feasts in 
Egypt under the influence of the Egyptian queen Cleopatra. 
However, when Antony receives news from Rome that his conduct 
is offensive to the Romans, that Pompey threatens the trium­
virate with a naval force, and that his wife Fulvia is dead, 
he returns to Rome against Cleopatra's protests. The differ­
ences which have developed between Caesar and Antony over 
his activities in Alexandria and consequent neglect of duty 
find resolution in the marriage of Antony to Caesar's sister 
Octavia, and the conflict with Pompey is settled by negotia­
tion and a royal feast. Enobarbus, Antony*s close friend, 
predicts that Antony will not be faithful to Octavia but will 
return to Cleopatra in Egypt. When this happens, Caesar pre-
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pares for war with Antony. Cleopatra with her Egyptian 
fleet accompanies Antony into battle only to retreat un­
expectedly at the height of the conflict. Antony, who con­
sequently believes that Cleopatra is in league with Caesar, 
threatens her as she flees to a place of safety called the 
monument. Angered by Antony's threats against her, she 
sends word to him that she is dead, but after a while, she 
fears what the effect of the news of her death may have on 
him. Her messenger telling him that she is alive arrives 
too late, as Antony has already inflicted a mortal wound on 
himself and has not long to live. He is taken to her at the 
monument where they are reconciled as he dies. To escape 
her fate at the hands of Caesar, Cleopatra allows herself to 
be bitten by asps and dies.
Gruenberg* s libretto occasionally contains an altered 
phrase of the play ("masters of the east" vice "musters of 
war," Iiit 3) and freely added text (the crowd scene in Act I, 
Scene 3)• Otherwise the libretto is faithful to Shakespeare's 
text. All the lines in the excerpt below from Scene 1 of the 
play are included in the libretto and illustrate Gruenberg’s 
penchant for using large portions of the play's text without 
omitting lines. Added words and phrases appear in parentheses.
PHILO
Nay, but this dotage of our general's 
0'erflows the measuret those his goodly eyes,
That o'er the files and (masters) of the (east)
Have glow'd like plated Mars, now bend, now turn.
The office and devotion of their view 
Upon a tawny frontt his captain's heart,
Which in the scuffles of great fights hath burst
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The buckles on his breasts (disowns) all temper,
And is become the bellows and the fan
(For cooling) a gipsy’s lust. Look, where they comet
Take but good note* and you shall see in him
The triple pillar of the world transform'd
Into a strumpet's fool* behold and see.
CLEOPATRA
(This is) love indeed, tell me how much.
ANTONY
There's beggary in the love that can be reckon'd.
CLEOPATRA
I*11 set a (boundary) how far to be beloved.
ANTONI
Then must (you) needs find out new heaven, new earth.
(It it 1-16)
Like Gruenberg's libretto, that of Barber consists 
of the words of the play with minor alterations for more im­
mediate comprehension or greater ease in singing, e.g., "Hast 
thou desires?" vice "Hast thou affections" (Itvt12). The 
libretto sometimes includes scenes from the play in a dif­
ferent sequence. For example, the humorous first part of 
Scene 2 of Act I, where Charmian and Iras good-naturedly con­
sult the Soothsayer to foresee a bright future for them, ap­
pears as Scene 2 in Act II of the opera, where it functions 
effectively as comic relief to the tensions built up in the 
preceding act (Caesar*s declaration of war on Antony). The 
scene does not have the same degree of effect in the play where 
it is placed after only sixty-two lines of introductory dia­
logue: Demetrius and Philo discuss Antony* s dotage on Cleo­
patra, Antony and Cleopatra enter while bantering about love, 
and a messenger from Rome arrives with news which Antony does 
not want to hear. The underlined portions in the following 
excerpt from the beginning of the play are included in the 
libretto and, in comparison with Gruenberg's libretto above,
332
contrast the two composers* procedures in constructing dif­
ferent texts for operas based on the same play.
Nay, but this dotage of our general* s
0*erflows the measure: those his goodly eyes,
That o*er the files and musters of the war 
Have glow'd like plated Mars, now bend, now turn, 
The office and devotion of their view 
Upon a tawny front * his captain's heart.
Which in the scuffles of great fights hath burst 
The buckles on his breast, reneges all temper.
And is become the bellows and the fan
To cool a gipsy's 'lust. Look, where they come*
Take but good note, and you shall see in him 
The triple pillar of the world transform'd 
Into a strumpet's fool* behold and see.
CLEOPATRA
If it be love indeed, tell me how much.
ANTONY
There's beggary in the love that can be reckon * d.
CLEOPATRA
I'll set a bourn how far to be belov'd.
ANTONY
Then must thou needs find out new heaven. new earth.■■■ " 1    1,1 ■"■"'II* ■"— ""■■I 1 Mil  j L ' n v
The data in Table 10 reflects the structure of the three 
operas in acts and scenes as well as their comparative 
lengths in number of pages and measures of music in the 
manuscript scores.
A COMPARISON OP THE STRUCTURE OP PRINCE HAMLET (RAPHLING) 
AND THE OPERAS BASED ON ANTONY AND CLfeOPATRA
(GRUENBERG, BARBER)
PHILO
(I* i*1-16)
TABLE 10
Scene
PRINCE HAMLET (RAPHLING) 
Pages Measures
Prologue 11
62
m
91
39
251
327
372
989
1
2
3
Total* 248
TABLE 10--Continued
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Act,
I
II
III
Act,
I
II
III
ANTONY AND CLEOPATRA (GRUENBERG)
Scene Pages Measure
94 1130
Introduction k 37
1 kl 524
2 2? 344
3 10 94
4 12 131
90 1495
1 22 226
2 3 55
3 18 338
4 k? 876
81 1111
1 5 79
2 7 105
3 1 8
4 3 42
5 2 4
6 5 51
? 3 31
8 3 67
9 28 361
10 25 379
Total* 266 3736
ANTONY AND CLEOPATRA (BARBER)
Scene Pages Measures
154 617
1 15 55
2 30 203
3 22 114
4 21 90
5 28 138
6 154 47
157 68l
1 16 73
2 3k 131
3 9 53
4 31 72
5 31 153
6 12 59
? 18 78
8 6 62
1 106 443
Total* 417 1781
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The approximate performance time is ninety minutes for Prince 
Hamlet and two hours each for the operas of Gruenberg and 
Barber.
The size of the orchestras for these operas ranges 
from a chamber orchestra (Raphling) to a large orchestra 
(Gruenberg, Barber). Although Gruenberg's short score does 
not state the key of the transposing instruments, this in­
formation was obtained from the orchestral score being re­
copied at the Free Library of Philadelphia (see Chapter II, 
p. 52). A parallel list of the instrumentation for the
three operas followst
Prince Hamlet Antony and Cleopatra Antony and Cleopatra
(Raphling) (Gruenberg) (Barber)
1 piccolo 1 piccolo 1 piccolo
1 flute 3 flutes 2 flutes
1 oboe 3 oboes 2 oboes
1 English horn 1 English horn
2 clarinets 3 clarinets 2 clarinets
in B-flat in B-flat in B-flat
1 saxophone 
in E-flat 
1 bass clarinet 1 bass clarinet 1 bass clarinet
3 bassoons 2 bassoons
1 contrabassoon 1 contrabassoon
1 horn in F 4 horns in F 4 horns in F
1 trumpet in B-:Flat 3 trumpets in B-flat 3 trumpets in B-flat
1 trombone 3 trombones 3 trombones
1 tuba 1 tuba
Percussion: Percussion: Percussion:
timpani timpani timpani
snare drum snare drum snare drum
harp, harp 2 harps
or piano piano. piano
celeste celeste
triangle triangle
glockenspiel glockenspiel
cymbalcymbal
tarn tarn tarn tarn
xylophone xylophone xylophone
vibraphone vibraphone vibraphone
electric organ electric organ
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woodblock
2 violins 
1 viola 
1 cello 
1 bass
(strings may be 
doubled)
With the exception of two clarinets, Raphling calls for only 
one instrument of each type in the woodwind and brass sec­
tions, In the strings a quintet is specified. Apart from 
the percussion section, the instrumentation of Gruenberg and 
Barber is identical except for the former's requirement of an 
extra flute, clarinet, and bassoon. A variety of percussion 
instruments includes the vibraphone by all three composers; 
an electric organ, harp, and piano by Gruenberg and Barber; 
and the Ondes Martenot by Barber.
Music
The prologue of Prince Hamlet begins with one measure 
of music played by the full orchestra. The repeated dissonant 
chords, which begin forte and increase in volume to the final 
sonority, serve to announce the beginning of the opera and 
suggest the intensity of the drama to follow (Ex. 216).
small silver 
cymbals, tam­
bourine, 
castenets, 
chimes
military drum, tenor 
drum, bass drum, 
small untuned drums 
(high, medium, low) 
Ondes Martenot, 
guitar, Chinese 
bell-tree
strings strings
/ .  Fiurr
r!annci4
[iHC)
f, Biifwm
/  H o rn
<0- ^
/.Tr«MijUm.?
tlMP
l)r j/m *
fpeiacttf&e*
/ .  V  iuJa 
/.OH. 
/.
** If *
j .1 \ i 1
iL/
Ex. 216. Raphling, Prince Hamlet (Prologue, 
page 1).3
^In Raphling's score, the parts of the transposing 
instruments are written in the key of C. In the parts, the 
clarinet is in B-flat, the trumpet in B-flat, and the horn 
in F.
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In Scene 1, as Hamlet walks across the stage as though fol­
lowing an apparition, the strings suggest an appropriately 
mysterious mood by the use of harmonics and mild dissonances 
played pianissimo over a pedal point (Ex. 217)•
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Ex. 217. Raphling, Prince Hamlet (Scene 1, page 6l).
Scene 2 begins in the Festive Hall where the players prepare 
for their performance before the Danish court by exercising 
while a dancer performs a gymnastic solo. The music of the 
orchestra is syncopated and consists primarily of woodwinds 
with the added color of harp and triangle against punctuating 
brass and pizzicato strings (Ex. 218).
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Ex. 218. Raphling, Prince Hamlet (Scene 2, page 74)
A waltz is the background for the mimed action of their 
play. Accompanying a clarinet duet, the harp supplies a 
bass employing harmonics and sonorities of an augmented 
triad and a half-diminished seventh chord (Ex. 219).
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Ex. 219. Raphling, Prince Hamlet (Scene 2, page 135).
When the pantomime reaches the point where an actor pours 
poison into the ear of the sleeping king, the music ex­
presses the tension of the drama with a series of major 
seconds played by the clarinets and harp (Ex. 220). As 
Hamlet pricks his uncle®s conscience by narrating the reason 
for the murder (m. *0, trombones and bassoons join the clari­
nets as the harp plays an ascending glissando in a crescendo 
leading to an abrupt pause.
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Ex. 220. Raphling. Prince Hamlet (Scene 2, page 1^5)
At the beginning of Scene 3. Hamlet's mother walks about 
her chamber while waiting for Polonius to bring her word 
if Hamlet is coming to speak with her after the upset 
caused by the players' performance. To reflect her anxiety 
and agitation the orchestra plays music containing rapid- 
note figures in the clarinets above brief melodic fragments 
in the brass (Ex. 221).
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Ex. 221. Raphling, Prince Hamlet (Scene 3» page 158)
Later on in the same scene, as Laertes duels with Hamlet 
in the attempt to avenge the death of his father Polonius, 
the orchestra plays sonorities containing clusters and 
builds to a crescendo several times as the tempo increases 
(Ex. 222)• The figure in the clarinets (m. 1) suggests the 
melody sung by Hamlet during his offered apology to Laertes 
(see Ex. 2^9, p. 370, m. 3)*
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Ex. 222. Raphling, Prince Hamlet (Scene 3» page 232)
When Hamlet dies at the end of Scene 3, the music consists of 
complex sonorities over a minor ninth in the bass (Ex. 223)•
A figure based on descending minor and major thirds (bassoon, 
trumpet, violins) is from Hamlet's melody for the text "To be 
or not to be" (cf. Ex. 2*0, p. 364). This motive recurs 
throughout the opera as a unifying device.
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Ex. 223. Raphling, Prince Hamlet (Scene 3, p. 2k5) •
Likewise, in the closing measures of the opera as Horatio 
places his doublet over Hamlet, descending thirds derived 
from this motive sound over a pizzicato bass (Ex. 22k).
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Ex. 22*. Raphling, Prince Hamlet (Scene 3» page 2*8).
The orchestra in Gruenberg's Antony and Cleopatra 
serves the usual function of setting or enhancing a mood 
at different points in a scene as well as that of providing 
music for dances and background for the frequently used
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spoken dialogue. For example, the beginning of the instru­
mental introduction to Act I creates excitement with partly 
chromatic ascending brass sonorities over rapid figurations
in the strings (Ex. 225). (The facsimile has been recopied 
to improve legibility and to correct minor errors in the 
manuscript, viz., the first rest and the penultimate chord 
in the horn parts.)
(a) Facsimile of Gruenberg's manuscript
3 46
J  -  lo H -
s i
I. X.3,V
5
OM via
?
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Ex. 225. Gruenberg, Antony and Cleopatra (Act I, 
Introduction, page 1).
The music which introduces the first scene features a cello 
solo in low register as the violins continue to play rapid 
figures (Ex. 226). From offstage, a wordless choir of 
women's voices provides an exotic effect to evoke the atmo­
sphere of the Egyptian court in Alexandria.
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Ex. 226. Gruenberg, Antony and Cleopatra (Act I,
Scene 1, page 4).
3^8
A small group of instruments provides music of a dance-like 
character to introduce the banquet scene at the beginning 
of Act II (Ex. 22?). The cymbal and xylophone contribute 
to the festive atmosphere.
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Ex. 227. Gruenberg, Antony and Cleopatra (Act II, 
Introduction, page 95)•
During the banquet a clarinet plays a lively tune in dotted 
rhythms above a viola obbligato as an ostinato of octaves 
and trills in the piano creates an ominous effect (Ex. 228).
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Ex. 228. Gruenberg, Antony and Cleopatra (Act II, 
Scene page 138).
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The composer also uses instrumental music to accom­
pany a number of diverse activities including dancing, jug­
gling, and wrestling. Alternating between duple and triple 
meter, the music for a group of dancing girls begins with 
an oboe solo, ornamented by a clarinet and accompanied by a 
variety of instruments including a piano (Ex. 229)®
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Ex. 229. Gruenberg, Antony and Cleopatra (Act I,
Scene 1, page 7).
While a group of jugglers and acrobats entertains before 
Caesar, Lepidus, and Antony, the orchestra plays lively 
iauslc featuring a lightly accompanied solo trumpet 
(Ex. 230).
pumo
Ex. 230. Gruenberg, Antony and Cleopatra (Act 11, 
Scene page 167)•
After observing a wrestling contest at the banquet with con­
siderable interest, Antony indicates that he would like to 
wrestle the victor, who refuses. The music played during 
this mimed action consists of continuous triplets in the 
strings, low octaves in the bass, and a descending four-note 
figure in the bassoon (Ex. 231).
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Ex. 231. Gruenberg. Antony and Cleopatra (Act II, 
Scene **•, page 15&A)
Instrumental music frequently accompanies spoken 
texts and special effects. For example, as outcries frcm 
individuals and small groups denounce Antony’s wanton be­
havior while flashes of light on a darkened stage represent 
an electrical storm, the orchestra-punctuated with cymbal 
crashes— plays tremolos, pizzicato chords, and rapid triplet 
figures over a softly sustained pedal point (Ex. 232).
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Suddenly, a high shrill woman's voice at full 
force criess
"The Egyptian prostitute! Scandalous!"
A stentorian man's voices
"He drinks and fishes and wastes the lamps 
of night in revels."
There are strange murmurings from the crowd.
A measured older voicei
"Octavius Caesar is too indulgent!"
A high man's voice, laughinglyt
"Cleopatra must have great qualities, 
most of them unseen!"
Ex. 232. Gruenberg, Antony and Cleopatra (Act I, 
Scene 3* page 73).
During the banquet, as Antony and Caesar discuss the fer­
tility of the Nile, a small group of instruments play soft 
background music with an active melodic line of continuous 
dotted rhythms passed from lower to higher strings in an 
ascending and descending contour (Ex. 233) *
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ANTONY (to Caesar)
Thus do they, sir* they take the flow of the Nile 
By certain scales in the pyramid; they know.
By the height, the lowness, or the mean, if dearth 
Or plenty follows the higher Nilus swells,
The more it promises» as it ebbs, the seedsman 
Upon the slime and ooze scatters his grain,
And shortly comes to harvest.
(Ilivii*19-26)
Ex. 233• Gruenberg, Antony and Cleopatra (Act II, 
Scene 4, page 147).
A less active style of background music is that which opens 
Act III. As the narrator explains from behind the scenes 
the events leading up to Caesar's declaration of war on 
Antony, bass instruments play low octaves beneath tremolo 
strings sustaining two high notes (Ex. 234).
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NARRATOR (behind the scenes)
Despite Antony's marriage to Octavia, he was unable 
to conquer his passion for Cleopatra, and had no power 
over his facilities. Under the pretext of waging war 
against enemies abroad, he returned to Cleopatra in 
Egypt. This action stung the Romans; Caesar, furious 
at the insult rendered his sister, went before the 
senate and excited men's minds against Antony. He 
succeeded in having a decree issued declaring war on 
Cleopatra, and depriving Antony of his authority, which 
he had let a woman exercise.
Ex. 234. Gruenberg, Antony and Cleopatra (Act III, 
Introduction, page 185).
Unlike Gruenberg*s opera, instrumental music inde­
pendent of singing plays a smaller role in Barber's Antony 
and Cleopatra. In addition to brief introductory passages 
and the special music which Cleopatra specifically requests, 
the orchestra provides instrumental music associated primarily 
with battle scenes and the deaths of the protagonists. The 
opera opens with a unison statement by the brass of a motif 
associated with Antony which contains repeated notes and a 
characteristic descending minor third (Ex. 235). The leit­
motifs which appear in this opera are given in Table 11.
Ex.. 235* Barber, Antony and Cleopatra (Act I, Scene 
1, page 1)
TABLE 11
LEITMOTIFS IK AKTOKY AKD CLEOPATRA (BARBER)
j=  i n
—r —s-------3-------------- 3-----------
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(a) Antony
J = 7 Z
d t ^ # F— f~— ip------
# 3 = /
(b) Cleopatra, derived from the bracketed portion 
of Antony's motif
J= U
- y - fH — W.— ;---f —  ^dr f nf
4
w
-m
n i r f — >
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(c) "Love” motif
^In Barber's score, the parts of the transposing 
instruments are written in the key of C.
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The music which introduces a scene at Cleopatra's palace 
contains superimposed perfect fifths played by the wood­
winds and harp (Ex. 236).
Flowing (Andante motto J>«92)
Ob.
Cbn.
P .rc .
Horp
Pno.
Ex. 236. Barber, Antony and Cleopatra (Act I, Scene 
4, page 68).
When Cleopatra asks for "some music 1 music, moody food / Of 
us that trade in love" (Iltv*1), the orchestra responds with 
woodwinds playing perfect fifths in dotted rhythms over an 
ostinato in the cellos accompanied by small untuned drums 
(Ex. 237).
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Ex. 237. Barber, Antony and Cleopatra (Act I, Scene 
4, page 69).
Associated with the music of the battle scenes is 
that which represents the abandonment of Antony by the god 
Hercules (IVt iiii17). Unlike the play, which specifies 
"hautboys . . .  under the stage" (1.12), Barber uses the 
Ondes Martenot or other electrical instrument of similar 
effect, e.g., the Moog s y n t h e s i z e r ,^ to play a three-note 
melody of descending half steps offstage.
^Samuel Barber, Antony and Cleopatra. Festival of 
Two Worlds, Spoleto, Italy, 1984, notes by Richard Dyer, 
New World Records, NW 324.
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Ex, 238. Barber, Anton.v and Cleopatra (Act II, 
Scene 3* page 53).
To signal the conclusion of the Battle of Actium and the 
retreat of Cleopatra's fleet to Alexandria, brass instru­
ments in the orchestra play a fortissimo fanfare which is 
echoed forte by offstage instruments and diminished to a 
pianissimo (Ex. 239)•
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Ex. 239* Barber, Antony and Cleopatra (Act II, 
Scene 5» page 96).
On land, as the Roman army is triumphantly marching off 
into the distance, the orchestra plays in dotted rhythm 
a unison melody consisting primarily of intervals of a 
third or fifth against a five-note military rhythm in the 
brass and percussion (Ex. 2^0).
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Ex, 240. Barber, Antony and Cleopatra (Act II, Scene 
5, page 117).
After Caesar's remarks on learning of Antony's death, an 
English horn sounds a melody associated with Cleopatra (cf. 
Ex, 266, p, 386, and Ex. 241), To suggest music of a fu- 
nerial character, a chromatic melody in the strings receives 
an accompaniment of arpeggiated chords played by two harps 
against a background of soft percussion (mm. 2-3)•
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Ex. 241. Barber, Antony and Cleopatra (Act III, 
Scene 1, page 46).
The music played at the death of Cleopatra is more lyrical 
and includes a greater variety of instrumental color in com­
parison with the tragic march-like character of Antony's 
music. The first four notes of the melody in the English horn 
part are the "Cleopatra" motif derived from that of Antony 
at the beginning of the opera (cf. Ex. 235 and Table 11, p.
356t and Ex. 3^2).
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Ex. 242. Barber, Antony and Cleopatra (Act III,
Scene 1, page 90).
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Solo singing is important in all three operas* but 
particularly in Prince Hamlet where there are no vocal en­
sembles. In the opera* Hamlet sings "To be or not to be" 
(IIIiit56) as though reading from a book to Horatio rather 
than as a soliloquy uttered from the depths of his soul* 
as in the play. His melody is based on the alternating 
intervals of a major and minor third (Ex. 243)» previously 
cited in Example 223 (see p. 343)• This motive appears 
not only in Hamlet's music but also in that of Polonius 
(cf. Ex. 253, P. 373).
Flute
W at is me Quess«n
Ex. 243. Raphling, Prince Hamlet (Scene 2, page 94).
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Hamlet's text "0, that this too too solid flesh would 
melt" (I* iii129) remains a soliloquy in the opera. The 
music reflects his angry emotional state in an angular 
melody with wide intervals. The clarinet and first violins 
double the vocal line at times (Ex. Zkk).
F lu rc
Clarinet
H o rn
Drums
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Ex. Raphling, Prince Hamlet (Scene 1, pages 30-
3 1 ) .
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Further on in the same soliloquy when Hamlet reaches the 
line "Frailty, thy name is woman!" (Iiii*146), he sings a 
melody outlining a first inversion minor triad and conclud­
ing with a diminished octave as the orchestra plays sonori­
ties built of perfect fourths and fifths over a pedal point 
(Ex. 245)
Oboe
Q a rin n
H o rn
ffeN L- TYm'MHF 1C uSO-MAtf.
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Ex. 245. Raphling, Prince Hamlet (Scene 1, page 37).
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Hamlet sings the Ghost's part, i.e., he appears to hear 
someone speak inaudibly and then repeats what he hears.
His melody, which consists of the alternated tones of a 
major second, precedes the repeated notes played by a 
saxophone and colored with the tones of a vibraphone, as 
if to suggest the father's voice (Ex. 2*f6).
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Ex. 246. Haphling. Prince Hamlet (Scene 1, page 64-
6 5 ) .
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On another occasion, that of his rejection of Ophelia, 
Hamlet violently expresses his anger toward her as he 
sings "Get thee to a nunnery" (III*it 122)— to the Eliza­
bethan mind, a brothel— in a vocal line containing minor 
ninths over an agitated accompaniment of slurred and 
staccato figures above an ascending bass (Ex. 247).
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Ex. 247. Raphling, Prince Hamlet (Scene 2, page
The music closest to an expression of joy by Hamlet is his 
declaration that "The play's the thing wherein I'll catch 
the conscience of the king" (II* ii* 633-63*0 • His simple 
melody is derived from the notes of tonic and dominant 
chords in C major (Ex. 248).
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Ex. 248. Raphling, Prince Hamlet (Scene 2, pages 
123-124, vocal and string parts only).
As he expresses an apology to Laertes for having killed 
his father Polonius, he sings an expressive melody over an 
ascending bass accompanied in heterophony by the violins 
who perform their own rhythmic and melodic modifications 
of the vocal line (Ex. 249).
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Ex. 249. Raphling, Prince Hamlet (Scene 3. page 
2 3 1, vocal and string parts only).
When Hamlet reproves Horatio for his simple philosophy, he 
sings a feverish melody of alternating tones of half steps 
which rise chromatically (Ex. 250). The undulating vocal 
and string parts follow the same rhythm and reflect the 
turmoil of Hamlet's thoughts.
Ex. 250. Raphling, Prince Hamlet (Scene 1, page 71.
vocal and string parts only).
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Continuing in the simplicity of his belief, Horatio invokes 
the angels at Hamlet's death as he sings a vocal line based 
on the alternating notes of ascending half steps (Ex. 251). 
The "to be or not to be" motive (cf. 2k3, p. 36k) appears 
frequently in various instruments (m. 2, horn, contrabass; 
mm. 2-3, bassoon, viola* mm. 3-k,trombone, cello).
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Ex. 251. Raphling, Prince Hamlet (Scene 3* page 2^7).
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Unlike the music of Hamlet, that of the King sug­
gests the subtlety of his deceit and indicates that all is 
not well. As he counsels Hamlet to curb his grief over his 
father's death, his highly chromatic vocal line in longer 
phrases and a narrower range signals that he is feigning and 
reflects his cunning nature (Ex. 252).
________f>lvz
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Ex. 252. Raphling, Prince Hamlet (Scene 1, pages 25-26) ^
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As Polonius tells the King that Hamlet*s lunacy is the re­
sult of Ophelia*s rejection of his love, he sings a melody 
of even smaller range derived from the “to be or not to be" 
motive (cf. Ex. 243, p. 364, and Ex. 253). A glockenspiel 
in the accompaniment adds color to the woodwinds and draws 
attention to a text referring to insanity.
2  of IfotiuebLutJAer-
Ex. 253« Raphling, Prince Hamlet (Scene 2, page 8l).
The music of Laertes depicts him in opposite emotional 
states. For example, as he counsels his sister against becom­
ing romantically involved with Hamlet, he calmly sings an ex­
panding melody which alternates the tones of various intervals: 
a major second, a perfect fourth, and an augmented fourth 
(Ex. 254).
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Ex. 2$b, Raphling, Prince Hamlet (Scene 1, page 57).
In contrast, the melody which expresses his angry and murder­
ous intentions toward Hamlet is faster and contains a series 
of chromatically descending perfect fourths (Ex. 255) as 
staccato woodwinds provide an accompaniment of dissonant 
sonorities.
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Ex. 255. Raphling, Prince Hamlet (Scene 3, page 222).
Likewise, the Queen at different times appears either 
composed or highly distraught. For example, as she encourages 
Hamlet to "cast [his] nighted color off" (It iii69), her vocal 
line— over an accompaniment of pizzicato chords and repeated 
notes— is lyrical and expressive (Ex. 256).
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Ex. 256. Raphling, Prince Hamlet (Scene 1, page 23,
vocal and string parts only).
When Hamlet confronts her roughly with strong words and 
forces her to look into a mirror as though gazing within 
herself (II* ivi18-20), her outcry— which alarms Polonius- 
expresses her growing excitement as she sings a chromatic 
melody with an ascending contour (Ex. 257).
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Ex. 2 5 7. Raphling, Prince Hamlet (Scene 3* page 165)•
Ophelia's music reflects her distracted state of 
mind. As she meets the Queen after the death of her father 
Polonius, she sings a chromatic melody with a rambling text 
to an accompaniment containing an ostinato (Ex. 258).
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Ex. 258. Raphling, Prince Hamlet (Scene 3» pages
192-193).
Among the singing roles in Gruenberg's Antony and 
Cleopatra, that of Cleopatra dominates, both on- and off­
stage. For example, at the beginning of the opera, she 
sings an expansive melody from behind the scenes. In the 
pit the orchestra provides an accompaniment of tremolo 
strings and harp (Ex. 259).
1  tt.fi. SJtrln
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Ex. 259-, Gruenberg, Antony and Cleopatra (Act I, 
Scene 1, page 5)*
Later on, when she flees from Antony's wrath over the 
sudden retreat of her ships during a sea battle, she 
sings a chromatic melody accompanied by tremolo strings 
and low octaves in the bass to express her anxiety and 
fear (Ex. 260).
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Ex. 260. Gruenberg, Antony and Cleopatra (Act III, 
Scene 9, page 212).
After she learns of Antony's death, she sings a sad melody 
which ascends a minor scale and descends chromatically (Ex. 
261). After the flutes and strings softly accompany her 
singing, a cello solo continues the expressive chromatic 
descent of her melody (mm. 5-6).
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Ex. £61. Gruenberg, Antony and Cleopatra (Act III,
Scene 10, page 242).
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Similarly, as Antony determines to leave Cleopatra 
and return to Rome, he sings an ascending melody which is 
partly diatonic, partly chromatic over a piano accompaniment 
of dissonant chords in low register (Ex. 262).
A, ■
ys:
Ex. 262.
Scene 2, page 49).
Gruenberg, Antony and Cleopatra (Act I,
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Later on, when he displays anger toward Cleopatra for desert­
ing him in battle, he sings an unaccompanied recitative-like 
melody at the top of his voice (Ex, 263).
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Ex. 263, Gruenberg, Anton.v and Cleopatra (Act III, 
Scene 8, p. 209) •
Of the minor characters in the opera with singing 
roles, Charmian is the most prominent. When she asks Alexas 
the whereabouts of the queen's soothsayer, she sings a chro­
matic melody in short phrases accompanied only by a continuous 
rapid figuration in the flutes (Ex. 264).
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Ex. 264. Gruenberg, Antony and Cleopatra (Act I, 
Scene 1, page 29).
Near the end of the opera, Alexas delivers to Antony the 
false report that Cleopatra is dead, a role assigned in 
the play to Mardian, an omitted character in the opera 
(IV:iv«37-38). Lightly accompanied by tremolo strings 
and bassoons playing syncopated thirds, he sings a melody 
consisting primarily of descending or ascending half steps 
(Ex. 265).
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Ex. 265. Gruenberg, Antony and Cleopatra (Act III,
Scene
In contrast with Gruenberg9s opera, solo singing is 
more prominent in Barber9s Antony and Cleopatra. Of the melo­
dies which Cleopatra sings, one recurs throughout the opera 
as a "Love” motif. When she asks Antony to tell her how much 
he loves her, she sings a melody containing alternating inter­
vals of fourths and thirds (Ex. 266, mm. 2-3).
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Ex. 266. Barber, Antony and Cleopatra (Act II,
Scene 2, page 30).
Just before her death, as she applies a deadly asp to her 
breast, she sings the motif again (Ex. 267). Here she sings 
not to Antony, who is dead, but to Charmian and Iras about 
the asp— »her "baby"— who will set her free from Caesar. In 
the background the flute and harp play a figure heard earlier 
as instrumental music (cf. Ex. 242, p. 363).
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Ex. 267. Barber, Antony and Cleopatra (Act III,
Scene 1, page 88).
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Cleopatra shows that she is jealous when a messenger brings 
her word that Antony has married Caesar's sister, Octavia. 
During her recitative-like dialogue with him, the flutes 
play continuous ascending and descending chromatic scale 
segments to suggest the tension of their meeting while the 
clarinet plays a restless melodic and rhythmic figure in 
alternating quadruple and triple meter (Ex. 268).
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Ex. 268. Barber, Antony and Cleopatra (Act I, Scene
5, pages 104-105)
When Cleopatra lashes out against the rumors she hears from 
Rome about Antony, the first part of her text is from Antony's 
line in the play "Let Rome in Tiber melt" (I« i»33)> the re­
mainder being her own lines (Illiviii16-17). Her angular 
melody expresses her wrath in wide intervals over an accom­
paniment consisting of a countermelody in the cellos and 
secco chords on the piano. A tenor drum plays flams on each
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beat as if to represent the pounding of her heart during 
her rage (Ex. 269)•
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Ex. 2 6 9. Barber, Antony and Cleopatra (Act II, Scene 
2, page 4l; vocal, string, and percussion parts only).
When Antony characterizes Cleopatra to Enobarbus, 
he sings an expressive melody derived from the "Cleopatra"
motif (cf. Ex. 284, p. 404, and Ex. 270). The instrumental 
background— used here in Act II as an accompaniment— appears 
later in Act III as orchestral music without singing (cf. Ex. 
242, p. 363). In the clarinets the alternated notes of a 
minor third receive occasional ornamentation as if to suggest 
the exoticism and mystery which surround the person of Cleo­
patra.
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Ex. 270. Barber, Antony and Cleopatra (Act I, Scene 
2, page 19)»
Back in Rome, as Antony sings the praises of Octavia before 
their wedding, his music and text are lighter in character 
and indicate a different kind of relationship compared to 
that with Cleopatra. The flowing repeated figures of four 
notes in the clarinets and piano appear simpler in contrast
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to those in ornamented triplets associated with Cleopatra 
(cf. Ex. 270, and Ex. 2?1)
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Ex. 271. Barber, Antony and Cleopatra (Act I,
Scene 6, pages 127-128, strings omitted.)
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On the darker side, when Antony charges Eros to slay 
him, his companion sings a dramatic recitative accompanied 
only by timpani (Ex. 272). Mortally wounding himself, he 
sings a descending series of fourths— perfect, diminished, 
and augmented (written also as a diminished fifth)— as a 
crescendo in the timpani leads to three sharp accents.
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Ex. 272. Barber, Antony and Cleopatra (Act II, 
Scene 8, page 15*0 •
Unlike Gruenberg's opera, where Caesar has only a 
speaking role, Barber writes dramatically effective music 
for him as he expresses his feelings about the death of 
Antony. While he sings a recitative-like melody, woodwinds 
play a countermelody in perfect fifths over an ostinato 
punctuated by a ruff and roll on a military drum (Ex. 273)•
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Ex. 273. Barber, Antony and Cleopatra (Act III, 
Scene 1, page 39)»
The importance of vocal ensembles in the two operas 
which employ them varies greatly. Strikingly, those in 
Gruenberg's opera consist of only a few choral ensembles. 
Apart from wordless choruses, such as the women's chorus 
which serves as a mood-setting background to instrumental 
music at the beginning of the opera (see Ex. 226, p. 3^7)» 
the principal dramatic function of the other ensembles is 
that of welcoming the protagonists or providing a commentary 
on the action. For example, when Antony returns to Rome, he 
receives a welcome from a group of lords who sing in four- 
part harmony preceded by a majestic introduction played by 
a brass quartet of trombones and tuba over low octaves in 
the bass (Ex. 2?4).
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Ex. 27k. Gruenberg, Antony and Cleopatra (Act I, 
Scene 2, page 97).
Similarly, a chorus of attendants welcomes Caesar, Lepidus, 
and Antony to the banquet scene in Act II. Trumpets and 
horns provide the instrumental introduction as the chorus 
hails Caesar and Lepidus with chords and Antony with unison 
singing, as if to indicate the latter*s greater popularity 
(Ex. 275).
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Ex. 2 7 5. Gruenberg* Antony and Cleopatra (Act II*
Scene 4* page 146).
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After the death of Cleopatra, a male chorus of guards closes 
the opera by singing the text "Our lamp is spent, it's out," 
a line belonging to Cleopatra in the play (IVtxv* 85). Ac­
companied at first only by lower strings playing dissonant 
chords, the tenors— singing in octaves— form intervals with 
the basses of a perfect fourth, perfect fifth, major sixth 
(or diminished seventh), and minor sixth. A trumpet intones 
a perfect fifth as the tenors and basses begin to alternate 
the singing of Antony's name (Ex. 2?6). The rhythm and con­
tour of the motive sung by the basses at "0 Antony" (mm. 5-8) 
resembles that of Cleopatra for the words "My desolation"
(see Ex. 26l» p. 381).
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Ex. 276. Gruenberg* Antony and Cleopatra (Act III, 
Scene 10, page 266).
Unlike Raphling and Gruenberg, Barber employs both 
choruses and smaller vocal ensembles. Among the latter is 
the poignant duet between Cleopatra and the dying Antony.
Based on the "Cleopatra" motif, the vocal line of Antony—  
which has an ossia part indicated— is imitated by Cleopatra 
at a higher pitch (Ex. 277).
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Ex. 277» Barber, Antony and Cleopatra (Act II,
Scene 1, pages 13-1*M vocal, harp, and string parts only).
When Antony dies, Cleopatra, Charmian, and Iras sing a trio 
with imitative vocal lines (Ex. 278) to a text belonging 
only to Cleopatra in the play (IVsxivs59-60).
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Ex. 2?8. Barber, Antony and Cleopatra (Act III, 
Scene 1, page 25* vocal parts only).
As five of Antony's friends discuss Cleopatra's 
retreat during the sea battle, they do not sing all at once, 
but individually, in duets, and in trios (Ex. 279). Their 
extremely chromatic ascending melodies enter successively 
in frequently alternated rhythms of duplets and triplets.
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Ex. 279* Barber, Antony and Cleopatra (Act II, Scene 
5, page 101, vocal parts only).
Barber includes several types of choral ensemble* 
male.chorus, mixed chorus, and double chorus. As in Gruen- 
berg's score, a male chorus sings a greeting to Antony on 
his return to Rome (cf. Ex. 27^, p. 393* and Ex. 280). Un­
like the full chords sung by Gruenberg's lords, the chorus 
of senators in Barber’s opera begins with a fortissimo sonor­
ity of a superimposed perfect fourth and fifth and then con­
tinues in two parts.
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Ex. 280. Barber, Antony and Cleopatra (Act I, Scene 
3, page 48, choral and string parts only).
On another occasion, a two-part chorus or soldiers sings 
different texts as the Egyptian army prepares to board ship 
for a sea battle (Ex. 281). The tenor drum and xylophone 
add military rhythm and color, respectively, to an accom­
paniment of rapid figurations in the strings.
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Ex. 281. Barber, Antony and Cleopatra (Act II,
5, page 91t vocal, string, and percussion parts only).
Among the larger ensembles is a chorus which admonishes 
Antony to "leave fhisj lascivious wassails," a line be­
longing to Caesar in the play (It ivt$6). After singing 
his name on a G-sharp minor chord, they continue with 
doubled lines in octaves and a soprano/tenor melody con­
taining descending tritones (Ex. 282).
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Ex. 282. Barber, Antony and Cleopatra (Act I, Scene. .
1, page 12, choral and string parts only)
o
As a double chorus sings part of another of Caesar's lines, 
"Drive him to Rome" (It ivt 72), the music gathers momentum 
with mounting dissonances and syncopated rhythm expressive 
of the text (Ex, 283).
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Ex. 283. Barber, Antony and Cleopatra (Act I, Scene 
1, page 10, choral and string parts only).
At the banquet in Rome, when Enobarbus describes Cleopatra 
to Dolabella, an offstage chorus sings Cleopatra's name to
the "Cleopatra" motif (cf. Table 11, p. 356, and Ex. 284).
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Ex. 284. Barber, Antony and Cleopatra (Act I, Scene 
6, page 139* choral parts only).
Later, after Cleopatra's death, a chorus— singing lines be­
longing to Caesar in the play— serves two dramatic functions: 
the men are protagonists ("Take up her bed," V:ii:349-350) 
and the women are commentators ("She looks like sleep," 1.359). 
The music for this ensemble derives from that associated with 
the death of Antony (cf. Ex. 24l, p. 362, and Ex. 285).
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Ex. 28^. Barber, Antony and Cleopatra (Act III,
1, pages 97-98, choral and string parts only).
Summary
The librettos of Prince Hamlet (Raphling) and the 
two Antony and Cleopatra operas (Gruenberg, Barber) include 
both verbatim and slightly altered lines from the plays, 
and— after omitting numerous episodes— follow the story 
lines of the main plots. Of these, Raphling*s is the most 
unusual, i.e., the opera alters the sequence of events by 
beginning at the end of the play and returning to the 
opening scene (flashback). Gruenberg adds a narrator in 
the manner of an opera-oratorio to explain events of the 
play not included in the opera. However» the most unusual 
characteristic of this work is the extensive spoken dialogue 
against a background of instrumental music (see discussion, 
pp. 324-325)• Thus this work partakes of features of both 
an opera and a play with music. Barber, on the other hand, 
does not use spoken dialogue. The small number of characters 
employed in singing roles in the operas of Raphling and 
Gruenberg is in sharp contrast with the many required in 
Barber * s operat seven in Prince Hamlet, six in Gruenberg*s 
Antony and Cleopatra, and thirty in Barber’s opera.
The overall structure in these works ranges from 
the prologue and three scenes of Prince Hamlet to the three 
acts of each of the Antony and Cleopatra operas. The number 
of scenes in the last-named operas extends from one scene 
in Act III of Barber * s opera to ten scenes in the final act 
of Gruenberg’s.
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The size of the orchestras also varies considerably. 
Prince Hamlet calls for a chamber orchestra, while each of 
the Antony operas requires a large one. The similarity of 
the instrumentation for the orchestras of Gruenberg and 
Barber is strikingj both call for the same woodwinds, brasses, 
and strings, as well as many of the same percussion instru­
ments , notably the harp, piano, and electric organ. In 
addition to accompanying the singing, the orchestras for 
all three operas provide music for miming, dancing, and 
mood setting. A waltz is played while actors perform be­
fore the Danish court in Prince Hamlet (see Ex. 219, P» 339)• 
Dances for women in Gruenberg’s Antony contain alternating 
triple and duple meter (see Ex. 229, P* 350). In Barber's 
opera, the Ondes Martenot (or other electrical instrument of 
similar effect) plays eerily as Hercules forsakes Antony 
(see Ex. 238, p. 359). Ceremonial music is heard in two of 
the operasi a military march accompanies the soldiers in 
Barber's Antony as they leave the battlefield (see Ex. 240, 
p. 361), and heralding music in the form of fanfares or 
sung greetings occurs in both Antony operas as important 
characters make their entrances (see Ex. 275* P* 394, Gruen­
berg t and Ex. 280, p. 400, Barber).
The chamber opera Prince Hamlet is not as closely 
linked to tonality as are the Antony and Cleopatra operas 
of Gruenberg and Barber. On the other hand, the music of 
the large operas of Gruenberg and Barber, which is often
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symphonic in character, includes both modern sonorities and 
many harmonic and rhythmic characteristics associated with 
nineteenth-century music. Leitmotifs in both the instru­
mental and vocal parts appear only in Barber's Antony and 
Cleopatra? for Antony (a motif based on repeated notes and 
descending minor thirds in triplet rhythms, see Ex. 235. 
p. 356), Cleopatra (a motif derived from that of Antony, 
see Ex. 284, p. 404), and a "Love" motif (in melodically 
ascending and descending fourths, see Ex. 266, p. 386). 
Gruenberg and Raphling do not use leitmotifs, but the latter 
composer employs a recurring motive of alternately minor and 
major descending thirds as a unifying device (see Ex. 243, 
p. 364).
Strikingly, Raphling does not include any vocal en­
sembles, and Gruenberg very few. Barber, however, has a 
variety of them from duet to double chorus. Notable among 
the smaller ensembles are those with imitative entries (see 
Ex. 2?8, p. 398). He alone calls for a mixed chorus and 
double chorus (see Ex. 283. p. 403)» and only Gruenberg has 
a chorus of women’s voices— wordless and offstage (see Ex. 
226, p. 3^7). Both composers include men's choruses.
All three operas are effective within their individ­
ual genres: chamber opera, melodrama/opera, and grand opera. 
Whether or not the operas of Raphling and Gruenberg are ef­
fective in the theater remains to be seen, as neither has 
been performed. Barber's opera, on the other hand, has
received several performances (see Chapter II, pp. 57-58) 
and was recently recorded (1984, see footnote, p. 358).
In view of the presently unequal circumstances for evalu­
ating their effectiveness in performance as theater pieces, 
the following generalizations in this regard can neverthe­
less be made from the discussion of these works in this 
chapter* Prince Hamlet is fast moving, concise, and dramatic; 
Gruenberg's Antony and Cleopatra presents considerable vari­
ety in its instrumentally accompanied spoken dialogue resem­
bling a play with music and in the solo and choral singing 
of the operatic scenes? and Barber's Antony is impressive 
as grand opera for a large cast and orchestra with memorable 
and dramatically moving music.
CHAPTER VII 
CONCLUSION
I had rather have a fool to make me merry than 
experience to make me sad.l
ROSALIND
In the preceding chapters a brief survey of the 
origins of American opera was given as well as an overview 
of operas based on Shakespeare's plays by composers of many 
nationalities. Eleven American operas based on the plays 
of Shakespeare were discussed in groups of two or three for 
the purpose of organizing the material, a grouping determined 
by the play or genre of play from which the librettos were 
derived. This chapter summarizes the main points of this study 
by noting parallels among the operas, and conclusions are 
stated in the course of the summary. Recommendations for 
future research precede an epilogue which examines some of 
the reasons for adapting Shakespeare's plays as operas and 
the effectiveness of such settings as theater pieces.
A large number of American composers have written 
operas in the twentieth century, as the list of composers 
and their operatic works in Appendix II indicates (see pp.
U s  You Like It (IVtl»2?-28), Hardin Craig, The 
Complete Works of Shakespeare. David Bevington, ed., 
p. 60?.
441-551)• The operas of foreign composers— which included 
Shakespearean operas— were available to American composers 
during the eighteenth and nineteenth centuries, but American 
operas based on Shakespeare were not written before 1948.
The inordinate length of an opera which would include all 
the text of a play by Shakespeare precludes such an under­
taking as a viable option. Consequently, selection from 
the plays is the course followed in the operas, but in a 
variety of ways. Those which depart most from Shakespeare, 
both in story line and text, are Christopher Sly (Argento), 
which introduces new characters and new dialogue, and Wight 
of the Moonspell (Siegmeister), which is almost entirely
paraphrase except for the Pvramus and Thisby performance 
On the other hand, Clapp's The Taming of the Shrew attempts 
to set as much of the play as possible. Giannini’s Shrew 
omits the two introductory scenes concerning Sly and alters 
some of the details of the story line in the final act. 
Material borrowed from other works of Shakespeare appears 
in two of the operas, e.g., a song from Much Ado About 
Wothing in Araram’s Twelfth Wight and lines from Romeo and 
Juliet and the Sonnets in Giannini's The Taming of the Shrew. 
Only All's Well That Ends Well (Castelnuovo-Tedesco) and 
Twelfth Wight (Amram) repeat phrases of the text occasionally 
to emphasize a particular thought. Love's Labour's Lost 
(Wabokov), which consistently sets long passages from the 
play as paraphrase and shorter ones verbatim, omits one 
pair of lovers from the opera to help focus the libretto
4l2
on the three which remain. In Winter*s Tale (Harbison) and 
Prince Hamlet (Raphling), the composers reduce the number 
of dramatis personae further to include only the main charac­
ters in order to give greater unity to the plot. Notably, 
these two operas have novel beginnings! Prince Hamlet begins 
at the end of the play and returns to the beginning as a 
flashback, and Winter*s Tale includes Time personified at 
the beginning of each act to introduce himself and the charac­
ters. This device is unlike the play, where he appears only 
at the beginning of Act IV to announce the passing of sixteen 
years. Similarly, Gruenberg's Antony and Cleopatra calls for 
a narrator speaking from behind the scenes to introduce the 
first and last acts. However, the most unusual characteristic 
of this work in comparison with the others is not the inclu­
sion of the narrator but the extensive use of spoken dialogue 
against a background of instrumental music (see Chapter VI, 
pp. 324-325)• Consequently, this work partakes of features 
of both an opera and a play with music. Like Gruenberg,
Barber is faithful to the story line and text in Antony and 
Cleopatra, but he does not use spoken dialogue. These adap­
tations are not meant to stand by themselves as condensed 
versions of the plays? otherwise they would be inadequate sub­
stitutes for Shakespeare's complete dramas. As librettos, 
written with the particular needs of operatic performance 
in mind, they are effective in allowing opportunity for 
music to establish, maintain, and enhance the settings and 
the various moods and emotions of the protagonists.
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The structure of the operas in acts and scenes 
ranges from the one-act operas Christopher Sly (Argento f 
in two scenes and an interlude) and Prince Hamlet (Raph­
ling, in a prologue and three scenes) to the induction and 
three acts of Clapp® s The Taming of the Shrew. The number 
of scenes per act, for those operas so divided, ranges 
from one scene (Barber, Antony and Cleopatra. Act 111) to 
ten scenes (Castelnuovo-Tedesco, All*s Well That Ends Well. 
Act Ii and Gruenberg, Antony and Cleopatra, Act III).
The size of the orchestras varies considerably: 
chamber orchestra (Christopher Sly. Argento * Twelfth Night. 
Amram; Prince Hamlet. Raphling), medium-size orchestra 
(All's Well That Ends Jtfell. Castelnuovo-Tedescoi Winter*s 
Tale. Harbison), and large orchestra (The Taming of the 
Shrew. Clapp and Gianninis Love*s Labour*s Lost. Nabokov; 
Night of the Moonspell. Siegmeister; Antony and Cleopatra. 
Gruenberg and Barber). The similarity of the instrumenta­
tion for the orchestras of Gruenberg and Barber is striking 
see Chapter VI, pp. 33^-335)» a similarity which extends to 
the use of the harp, piano, and electric organ in both operas. 
The last-named instrument is also a part of the instrumenta­
tion for Harbison's Winter's Tale.
Although onstage musicians appear in Twelfth Night 
(Amram), Christopher Sly (Argento), The Taming of the Shrew 
(Clapp), Love's Labour's Lost (Nabokov), and Night of the 
Moonspell (Siegmeister), only those in Twelfth Night and
Christopher Sly do the actual playing. The orchestra in 
the pit provides the music for the others, with the stage 
players acting out the performance. Only Clapp requires a 
character in the opera to play an instrument (Hortensio on 
the lute in The Taming of the Shrew, see Ex. 53» p. 131)«
The use of onstage musicians in five of the eleven operas 
is unusually frequent in comparison with the few well-known 
works of the eighteenth and nineteenth centuries which in­
clude them, e.g., Mozart's Don Giovanni (178?) and Die 
Zauberflttte (1791), and Wagner's Die Meistersinger (1862- 
1867)• Offstage instruments are required in Barber's Antony 
and Cleopatra and Nabokov's Love's Labour's Lost, and pre­
recorded instrumental music— "pumped" into the hall, as 
Nabokov said in "Kls^score, through loudspeakers— is used in 
Winter's Tale (Harbison) and Love's Labour's Lost (Nabokov). 
None of the operas contains an overture, but all employ in­
strumental music independent of the singing to introduce 
and conclude acts and scenes. The most extensive section 
of orchestral music in any of the operas is that which ac­
companies dancing.
Dancing is called for in some of the plays— Twelfth 
Night, A Midsummer Night's Dream, and The Winter's Tale— and 
makes the inclusion of dance music appropriate in the operas 
as spectacle. Those plays which do not call for dancing are 
supplied with dances by Raphling (Prince Hamlet), Nabokov 
(Love*8 Labour's Lost), Castelnuovo-Tedesco (All's Well That 
Ends Well), and Gruenberg (Antony and Cleopatra). The renais­
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sance dances of galliard and canary are named in the plays 
and operas of Twelfth Night and All's Well That Ends Well, 
respectively, but the similarity of the music to the charac­
teristics of the dances extends primarily to the continual 
use of 6 /8  time in the former (see Ex. 82, p. 182) and the 
lively tempo of the latter (see Ex. l6?» p. 275)• In Win­
ter* s Tale, the dance of the twelve satyrs at the sheepshear- 
ing festival suggests the rhythms of sixteenth century dance 
types by its frequent use of irregular rhythmic patterns in­
dicated by meter changes (see Ex. 157, p. 266). Similarly, 
the music for dancing by the entire cast at the Mardi Gras 
celebration in Night of the Moonspell uses hemiola (see Ex.
83, p. 183). In Gruenberg's Antony and Cleopatra, there are 
dances for women in alternating triple and duple meter (see 
Ex. 229, p. 350) and background music in 6 /8  time for juggling 
and wrestling (see Ex. 2 3 0, p. 351)g in Prince Hamlet (Raph­
ling) , syncopated music for a gymnastic solo (see Ex. 218, 
p. 338)i and in Love*s Labour*s Lost (Nabokov), a dance for 
both men and women to music in a minor key with a raised 
fourth to suggest a Russian melody in keeping with the men's 
disguise as Muscovites (Vs ii»211; see Ex. 84, p. 184).
For dramatic moments associated with magic, ghosts, 
or omens, certain instruments add a distinctive timbre to 
create an effect* the glockenspiel as the "statue" of Hermione 
steps down from its pedestal in Harbison*s Winter * s Tale (see 
Ex. 161, p. 270)1 the chimes, glockenspiel, and vibraphone 
at the appearance of Robin in Siegmeister' 3 Night of the
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Moonspell (see Ex. 79. p. 179)I the vibraphone and saxophone 
doubling the same notes as Hamlet listens to the ghost of 
his father in Raphling's Prince Hamlet (see Ex. 246, p. 367). 
and the Ondes Martenot or other electrical instrument of 
similar effect at the forsaking of Antony by the god Hercules 
in Barber's Antony and Cleopatra (see Ex. 238, p. 359)• 
Likewise, for the representations of storms in Harbison's 
Winter's Tale and Gruenberg's Antony and Cleopatra, an elec­
tric organ plays a continuous stream of rapid notes in the 
former to suggest violent winds (see Ex. 155. P* 265)» and 
in the latter, the orchestra provides accented chords and 
cymbal crashes to indicate thunder as light is flashed onto 
a darkened stage to represent lightning in an electrical 
storm (see Ex. 232, p. 353)•
Ceremonial music is prominent in five of the operas.
In a procession the pilgrims sing a hymn in Castelnuovo- 
Tedesco's All's Well That Ends Well (see Ex. 206, p. 310).
The soldiers in Barber's Antony and Cleopatra march to music 
of a military character as they leave the battlefield (see 
Ex. 240, p. 361). As important characters make entrances 
with their entourage, heralding music in the form of greetings 
or fanfares occur in the Antony and Cleopatra operas of Gruen­
berg and Barber (see Ex. 275. P« 394, and Ex. 280, p. 400, 
respectively) and in Nabokov's Love's Labour's Lost (see Ex.
77. pp. 176-177)• In the last-named opera, the fanfare for 
the arrival of the Princess includes a phrase of chant from 
the Gregorian Easter alleluia. In Winter's Tale, chant-like
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music solemnly introduces the chapel scene where all the 
characters gather to view Paulina's "statue" of Hermione 
(see Ex. 160, p. 269)•
Quotations from the works of other composers occur 
occasionally in some of the operas. Among these are themes 
or motives from Wagner in Nabokov's Love's Labour's Lost 
(see Ex. 127. p. 225, m. 1), Argento'a Christopher Sly (see 
Ex. 15, p. 86), and Siegmeister's Night of the Moonspell 
(see Ex. 126, p. 224)? from Beethoven in Love’s Labour's 
Lost (see Ex. 127, p. 225), Christopher Sly (see Ex. 5* 
p. 77), Night of the Moonspell (see Ex. 122, p. 221), and 
Castelnuovo-Tedesco's All*s Well That Ends Well (see Ex. 150, 
p. 26l)t from Mdsart-in Clapp's The Taming of the Shrew (see 
Ex. 31, p. 109), and from Schumann in Giannini's The Taming 
of the Shrew (see Ex. 30, p. 108). Several operas make quo­
tations from the same works, sometimes from the same themes. 
Prom the Vorsplel to Wagner's Tristan und Isolde. Christopher 
Sly (Argento) uses the "Confession of Love" motif? and from 
the Liebestod of Tristan. Night of the Moonspell (Siegmeister) 
borrows a phrase. Both Argento and Nabokov quote the opening 
motive of Beethoven's Symphony No. 5 in Christopher Sly and 
Love's Labour's Lost, respectively. Siegmeister, who employs 
more quotations than any of the other composers also draws 
from the works of Saint-Sagns, Leoncavallo, Schubert, Mendels­
sohn, and Tchaikovsky. As in a quodlibet, he combines some 
of their better-known themes.
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Modal elements are present in much of the music 
of Twelfth Night (Amram) and All*s Well That Ends Well 
(Castelnuovo-Tedesco) as if to suggest the music of Eliza­
bethan times in the former (see Ex. 70, pp. 167-168) and the 
mood of a medieval lai in the latter (see Ex. 140, p. 253)* 
Christopher Sly (Argento) is unique in its allusions to 
operatic styles of the past, e.g., in a chorus with con­
tinuous dotted rhythms imitative of the French overture and 
late seventeenth English operas (see Ex. 25, p. 96) and in 
the harpsichord accompaniment of recitative (see Ex. 6, 
p. 78). The large orchestras and nineteenth-century harmonic 
idiom of the music of the Shrew operas of Clapp and Giannini, 
the Antony and Cleopatra operas of Gruenberg and Barber, and 
All’s Well That Ends Well of Castelnuovo-Tedesco, are in con­
trast with those operas with chamber orchestras and music 
less strongly oriented toward tonality! Prince Hamlet (Raph­
ling) and Winter’s Tale (Harbison). The complex sonorities 
in Siegmeister*s Night of the Moonspell often can be recognized 
as traditional in chord structure with one or two added dis­
cordant notes, whereas those in Nabokov’s Love * s Labour's 
Lost frequently bear little resemblance to traditional harmony.
The assignment of a voice classification to a par­
ticular character follows operatic convention! a soprano or 
tenor for young persons, mezzo-soprano or alto for mature 
women, baritone for mature men, and bass for either somber or 
humorous roles. Thus, among some of the protagonists, Helena
is a soprano (All's Well That Ends Well), Hamlet a tenor 
(Prince Hamlet), the Princess a mezzo-soprano (Love's Labour*s 
Lost), Petruchio a baritone (The Taming of the Shrew, both 
operas), and Time (Winter's Tale) and Sir Toby (Twelfth 
Night) basses. Notable exceptions are Viola (Twelfth Night) 
who, although youthful, is a mezzo-soprano to help make 
credible her disguise as a boy throughout the greater part 
of the opera, and Cleopatra (Antony and Cleopatra, both 
operas), whose soprano role reflects not her maturity but 
her youthful beauty and amorous nature. Strikingly, there 
are no romantic tenors in lead roles, those parts being as­
signed to baritones. However, all the romantic leading roles 
for women are sopranos.
Leitmotifs in both the instrumental and vocal parts 
appear in Twelfth Night (Amram), Antony and Cleopatra (Bar­
ber) , Love's Labour's Lost (Nabokov), The Taming of the Shrew 
( C lapp)Christopher Sly (Argento), and All's Well That Ends 
Well (Castelnuovo-Tedesco, see List of Tables, p. xvii).
For example, the opening theme in Twelfth Night, which is 
the basis for one of Feste's songs, is a "Melancholy" motif 
associated with Viola and Orsino and recurs throughout the 
opera (see Ex. 70, pp. 167-168). A leitmotif based on re­
peated notes and a descending minor third is associated with 
Antony at the opening of Barber's Antony and Cleopatra (see 
Ex. 235• P« 356), and a similar one appears in Nabokov's 
Love's Labour's Lost to denote sadness (cf. Ex. 72, p. 170).
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As a "Festive" motif in The Taming of the Shrew (Clapp), 
a theme from Mozart's Don Giovanni appears often in 
the opera (see Ex. 31# P® 109)• In three operas, motifs 
are associated with the names of characters* Sly in Chris­
topher Sly (see Ex. 10, p. 8l, mm. 3-4), Cleopatra in Bar­
ber's Antony and Cleopatra (see Ex. 284, p. 404), and Gerard 
de Narbonne (Helena* s father) in All* s Well That Ends Well 
(see Ex. 182, p. 288), The last-named work is unique among 
the operas for the number of its leitmotifs (see Table 9» 
p. 254), their enrichment of the drama by representing 
characters, and the overall unity achieved by this means.
In contrast with number operas, where set pieces 
are typical, the vocal lines in all of these operas are 
predominantly recitative-like or in arioso style. However, 
within an opera, set pieces are sometimes woven into the 
fabric of the continuous music, as in Twelfth Night where 
Feste's songs are set strophically to stanzas from the play. 
Similar to the practice of nineteenth-century opera composers 
typified by much of the music of Rossini and Verdi, the 
melodies in some operas are often diatonic for gentle thoughts 
(Bianca in Clapp* s The Taming of the Shrew, see Ex. 51, p.
129), lyrical and in a major key to express happy sentiments 
of love (Orsino in Twelfth Wight, see Ex. 87, p. 187), 
lyrical and in a minor key for thoughts of sadness or melan­
choly (Helena in All's Well That Ends Well, see Ex. 186, p. 
291), and at other times declamatory or recitative-like to
move the dialogue along. Some melodies outline chords (the 
lord in Christopher Sly, see Ex. 19, p. 90), foll.ow the 
notes of a diatonic scale (Baptista in Clapp's The Taming 
of the Shrew, see Ex. 3 8, p. 116), or use an almost entirely 
chromatic line (Laertes, to express excitement, in Prince 
Hamlet, see Ex. 2 55, p. 375). Distinctive vocal lines re­
flect the changing moods of the characters as chromaticism 
is sometimes associated with sensitivity (Vincentio in 
Clapp's The Taming of the Shrew, see Ex. 39# P« 117)» wide 
intervals with excitement (Hamlet in Prince Hamlet. see 
Ex. 247» p. 368), and small intervals— usually descending—  
with tranquillity (Countess in All's Well That Ends Well, 
see Ex. 183, p. 289)• To denote confusion, Sly in Argento's 
Christopher Sly sings an extremely chromatic melody in con­
trast with the ones outlining chords which he usually sings 
(cf. Ex. 7» p. 79» mm. 5-6, and Ex. 13, p. 84). In those 
works in which unresolved dissonance is a primary characteris­
tic of the music, the melodies for texts expressing excite­
ment rely on other elements as well to achieve a particular 
effect* harmony, rhythm, tempo, and timbre (Hamlet in Prince 
Hamlet, cited above). Melodic contour also contributes to 
the representation of affects. Chromatic and disjunctive 
melodic lines are important elements in the musical representa­
tion of such diverse emotions or mental states as anger (Po- 
lixenes in Winter's Tale, see Ex. 174, p. 28l), sadness (the 
orchestral introduction to Love's Labour's Lost, see Ex. 72,
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p. 170), and humor (the Cajun orchestra in Wight of the 
Moonspell. see Ex. 80, p» 180). Ascending chromatic melodies 
are often sung by Katharina when she is shrewish in Clapp's 
The Taming of the Shrew (see Ex. 46, p. 124) as are descend­
ing ones by Cleopatra in moments of despair in Gruenberg*s 
Antony and Cleopatra (see Ex. 260, p. 380). When Leontes is 
deeply moved by the likeness of the "statue" to Hermione in 
Winter*s Tale, he sings a rising and falling whole-tone 
melody without harmonic direction (see Ex. 172, p. 280).
Among the special vocal techniques which appear in 
the operas are the portamentos in Nabokov's Love Labour's 
Lost (Armado, see Ex. 102, p. 202), Harbison*s Winter's Tale 
(Leontes, see Ex. 169, p. 277), and Clapp's The Taming of the 
Shrew (Sly, see Ex. 17, p. 88)5 and sprechstimme in Love*s 
Labour*s Lost (King, see Ex. 101, p. 201). The vocal ranges 
are narrow for some characters like the basses Sir Toby in 
Twelfth Night (see Ex. 9 6, p. 196), Polonius in Prince Hamlet 
(see Ex. 253, p. 373), and Camillo in Winter's Tale (see 
Ex. 168, p. 276), but most of the singers in the operas use 
their full range. Notable among those whose parts require 
greater flexibility of range and vocal agility is the lord 
in Christopher Sly (Argento), whose role requires a virtuoso 
performance at times (see Ex. 20, p. 91)•
Although all of the operas are in English, those of 
Nabokov (Love's Labour's Lost) and Castelnuovo-Tedesco (A H's  
Well That Ends Well) also have complete texts in German and
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Italian, respectively. Thus these composers indicate their 
preference for the vernacular and facilitate the performance 
of their operas in the languages of those countries with 
which they have been long associated. Unlike the plays, a 
few Latin texts also occur in these two operas* as a text 
sung by Katharine in an ensemble with multiple texts in 
Love * s Labour*s Lost (see Ex. 136, p. 234) and in the hymn 
to St. James sung by the pilgrims in All's Well That Ends 
Well (see Ex. 206, p. 310). Both the Shrew operas of Giannini 
and Clapp— like the play— include Bianca's Latin lesson with 
Lucentio (see Ex. 55* P® 133. and Ex. 5 6, p. 134, respective­
ly) .
With the exception of Prince Hamlet (Raphling), all 
the operas have vocal ensembles. Notable among these are 
those which employ contrapuntal devices involving imitation, 
e.g., canon in Harbison's Winter's Tale (see Ex. 214, p. 317) 
and catches or rounds in Amram*s Twelfth Night (see Ex. 132, 
p. 230) and Nabokov's Love's Labour's Lost (see Ex. 131. p. 
229). Castelnuovo-Tedesco * s fugal epilogue to All's Well 
brings to mind that Verdi's Falstaff also concludes with a 
fugue (see Ex. 198, p. 301).
Pour operas call for mixed choruses* The Taming of 
the Shrew (Clapp), All's Well That Ends Well (Castelnuovo- 
Tedesco) , Winter's Tale (Harbison), and Antony and Cleopatra 
(Barber). Operas with men's choruses also include those 
just named as well as Gruenberg's Antony and Cleopatra.
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Choruses of women's voices appear only in Castelnuovo- 
Tedesco's All*s Well and Gruenberg's Antony. those of the 
latter opera being wordless and offstage (see Ex. 226, p.
347) • In contrast with Barber, who employs a double chorus 
without significant effect (see Ex. 2 8 3, p. 403)» Castel- 
nuovo-Tedesco superimposes a men's chorus of soldiers and 
a women's chorus of pilgrims in a kind of dramatic irony, 
i.e., the soldiers represent power and conquest, and the 
pilgrims penitence and devotion (see Ex. 209, p. 312).
Of those operas which have received one or more 
performances, most have been well-received as evidenced by 
their reviews: Giannini*s The Taming of the Shrew. Argento's 
Christopher Sly. Aroram's Twelfth Night. Harbison's Winter*s 
Tale, and Siegmeister's Night of the Moonspell. Nabokov's 
Love's Labour' 3 Lost received a European premier®. Although 
the premiere of Barber's Antony and Cleopatra did not receive
favorable notices because of numerous stage mishaps and overly 
elaborate staging, a revision of the opera with simplified 
staging in a subsequent performance won the critical praise 
it failed to achieve earlier (see Chapter II, pp. 57-58). 
Operas which have not been performed are Clapp's The Taming 
of the Shrew. Gruenberg's Antony and Cleopatra. Castelnuovo- 
Tedesco's All's Well That Ends Well, and Raphling's Prince 
Hamlet. Of these last-named operas. All's Well That Ends Well 
is particularly deserving of performance for its appealing 
musical and dramatic qualities: lyrical melodies, lush har­
monies, and the effective contrapuntal organization of its 
leitmotifs.
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Finally, to augment knowledge of Shakespearean 
operas and to confirm or revise studies already completed 
in this area, further research is needed (see Appendix II, 
pp. 441-451)• Among these operas are two contemporary works 
based on The Tempest— one recently performed (1985), the 
other in progress— by American composers John Eaton and 
Peter Westergaard (see Chapter I, p. 19). These should be 
examined and compared when the latter work is completed. 
Among other pairs of operas based on well-known literary 
works by other authors are those of Louis Gruenberg and 
George Antheil (1900-1959) after Ben Jonson's Voloone.
Walter Damrosch (1862-1950) and Cecil Effinger (b.1914) 
after Edmond Rostand's Cyrano de Bergerac, and Carlisle 
Floyd (b.1926) and Bernard Herrmann (1911-1975) after Emily 
Bronte's Wuthering Heights.
Epilogue
Why are American composers turning to the plays of 
Shakespeare for some of their operatic works? This phenom­
enon of the post-Second World War period is, at best, a small 
one, since only about four percent of the American operas 
composed between 1945 and 1985 are based on them. Neverthe­
less, their absence from the works of American composers 
prior to this period, when composers of other nationalities 
were composing Shakespearean operas, suggests that there are 
reasons for their appearance at this time.
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That society has been deeply affected by social 
and political developments since World War II is evident 
in the civil rights and peace movements, the new morality, 
the East-West tensions, the nuclear arms race, and inter­
national terrorism, to name but a few. In seeking to 
understand them, persons who value the humanities turn to 
the arts for enlightenment, more specifically, to opera 
as a synthesis of music, art, and literature, and to Shake­
speare as the greatest poet and dramatist of all times.
The numerous levels of meaning in the plays— historical, 
symbolical, philosophical— and the penetrating analysis 
and sympathetic depiction of human nature and conduct at 
all social levels is attractive to modern audiences. Such 
concepts and observations contribute not only to an under­
standing of the characters and their times but of ourselves 
and our place in history. As the actors perform, we make 
judgments concerning their motivations and question the 
understanding out of which they are speaking and acting.
As we wonder at what happens to them, such questioning—  
frequently unresolved— causes us to probe more deeply into 
our own understanding, out of which we organize our per­
ception of the world in certain ways.
Doubtless, the current revival and success of the 
plays in stage and television performances is partly respon­
sible for composers* turning to these works as material for 
librettos. In addition to their dramatic and literary
merit, some of the plays— particularly the comedies— make 
good operatic material because they contain an incipient 
operatic structure, e.g., in their "set pieces" in the form 
of songs and soliloquies. To a certain extent, such ele­
ments correspond to the convention in some operas of in­
cluding love songs, drinking songs, vengeance songs, and 
prayer scenes. However, plays which are difficult to stage 
as plays are also difficult to stage as operas, e.g., the 
tragedies of Hamlet and Antony and Cleopatra, the former 
for not having enough possibilities for stage action during 
long periods of dialogue, and the latter for having too 
many brief scenes and locales. The operas, of necessity, 
are a compromise between the literary genius of Shakespeare, 
the requirements of opera, and the musical skills of the 
composer, i.e., between the spoken drama and its expression 
through music. To be effective opera, the demands of good 
musical theater take precedence over the perfections of its 
literary source. Consequently, those who know the plays 
well are disturbed by alterations of text and omissions of 
characters, thus hindering their enjoyment of them in an 
operatic adaptation. The slower pace of dialogue and action 
also proves tedious and reduces the effectiveness of Shake­
speare *s brilliant flashes of wit and moments of rapidly 
moving drama. To those for whom the operas are able to 
translate their experience of the plays into another ac­
ceptable art form, the music— rather than detracting from
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the dramas— enhances them and adds subtle new levels of 
meaning impossible to the spoken word# e.g., the singing 
of multiple texts expressing a variety of thoughts simul­
taneously, and the presaging, heightening, or extension of 
a mood by the orchestra before, during, and after its ex­
pression in words. Operas which include a great deal of 
the text of a play accompanied by a large orchestra of 
symphonic proportions tend to prevent the subtlety of the 
text from coming through. Consequently, the most satisfy­
ing Shakespearean operas aesthetically are those which focus 
primarily, if not exclusively, on the main plot and are 
presented with brevity by a few singers in solos and ensembles 
accompanied by a small orchestra (chamber opera).
From the foregoing reflections, it is evident that 
the plays of Shakespeare can be effective in increasing our 
understanding of ourselves, others, and consequently, the 
dilemma's of our time. Their adaptation as librettos for 
operatic works are successful and effective as drama and 
music. The compatibility of some of their features with 
the demands of opera is felicitous, and the emotional power 
of the dramas is significantly heightened in a unique, im­
pressive, and entertaining way by voices and instruments 
as operas.
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APPENDIX I
A LIST OF AMERICAN COMPOSERS WHO HAVE WRITTEN OPERAS
IN ENGLISH IN THE TWENTIETH CENTURY
This list is taken from the biographical entries
and catalogues of works in the Harvard Concise Dictionary
of Music (1978) bv Don Michael Randel and American Composers:
A Biographical Dictionary (1982) bv David Ewen e
Foreign Date of U.S.
Names Dates Birth Citizenship
Adler, Samuel 1928- Germany 1945
Aitken, Hugh 1924-
Amram, David 1930-
Antheil, George 1900-1959
Argente, Dominick 1927-
Bacon, Ernst 1898-
Barab, Samuel 1910-
Barber, Samuel 1910-1981
Beeson, Jack 1921-
Behrens, Jack 1935-
Bennett, Robert 1894-1981
Berezowsky, Nicolai 1900-1953 Russia 1928
Bergsma,. William 1921-
Bernstein, Leonard 1918-
Beversdorf, Samuel 1924-
Bezanson, Philip 1916-
Blackwood, Easley 1933-
Blitzstein, Marc 1905-1964
Blumenfeld, Harold 1923-
Bolcom, William 1938-
Bowles, Paul 1910-
Brant, Henry 1913- Canada In U.S.,1929
Britain, Radie 1903-
Brunswick, Mark 1902-1971
Cadman, Charles 1881-1946
Carter, Elliott 1908-
Castelnuovo-Tedesco, Mario 1895-1968 Italy 1946
Chadwick, George 1854-1931
Chanler, Theodore 1902-1961
Cheslock, Louis 1898-1981 England 1913
Clapp, Philip 1888-1954
Clarke, Henry 1907-
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Coerne, Louis 1870-1922
Cole, Rossetter 1866-1952
Constantinides, Dinos 1929-
Converse, Frederick 1871-1940
Copland, Aaron 1900-
Corigliano, John 1938-
Cortes, Ramiro 1933-
Cowell, Henry 1897-1965
Damrosch, Walter 1862-1950 Germany n.d., imm.1871
Davidovsky, Mario 1934- Argentina n.d., imm.1958
DeKoven, Henry 1859-1920
Dello Joio, Norman 1913-
Oes Marais, Paul 1920-
Diamond, David 1915-
Dlugoszewski, Lucia 1931-
Donato, Anthony 1909-
Doran, Matt Higgins 1921-
Dubensky, Arcady 1890-1966 Russia n.d., imrn. 1921
Duke, Vernon 1893-1969 Russia 1936
Eaton, John 1935-
Effinger, Cecil 1914-
Engel, A. Lehman 1910-
Farberman, Harold 1929-
Felciano, Richard 1930-
Feldman, Morton 1926-
Fine, Vivian 1913-
Flagello, Nicolas 1928-
Flanagan, William 1926-1960
Fletcher, Horace 1913-
Floyd, Carlisle 1926-
Foss, Lukas 1922- Germany 1942
Freed, Isadore 1900-1960 Poland n.d., imm.1903
Freeman, Harry 1869-195**
Fuleihan, Anis 1900-1970 Cyprus 1925
Gaburo, Kenneth 1926-
George, Earl 192**-
Gershwin, George 1898-1937
Giannini, Vittorio 1903-1966
Gideon, Miriam 1906-
Gilbert, Henry 1868-1928
Gillis, Don 1912-1978
Glanville-Hicks, Peggy 1912- Australia 1948
Gottlieb, Jack 1930-
19/t6 . D Q trGretchaninoff, Alexander 1864-1956 Russia
Gruenberg, Louis 1884-1964 Poland n.d., imm.1885
Hadley, Henry Kimball 1871-1937
Hannay, Roger 1930-
Hanson, Howard 1896-1981
Harbison, John 1938-
Harrison, Lou 1917-
Haubiel, Charles 1892-1978
n.d., imm.1935Heiden, Bernhard 1910- Germany
Helm, Everett 1913-
Herbert, Victor 1859-1924
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Herbert, Victor 1859-^1924
Herrmann, Bernard 1911-1975
Hindemith, Paul 1895-1963
Hoiby, Lee 1926-
Hovhaness, Alan 1911-
Humel, Gerald 1931-
Imbrie, Andrew 1921-
Jacobi, Frederick 1891-1952
Johnston, Ben 1926-
Kay, Ulysses 1917-
Kelly, Robert 1916-
Kerr, Harrison 1897-
Kirchner, Leon 1919-
Kohs, Ellis 1916-
Koutzen, Boris 1901-1966
Krenek, Ernst 1900-
Kreutz, Arthur 1906-
Kubik, Gail 1914-
Kupferman, Meyer 1926-
Kurka, Robert 1921-195?
Laderman, Ezra 1924-
LaMontaine, John 1920-
Lee, Dai-Keong 1915-
Lees, Benjamin 1924-
Levy, Marvin David 1932-
Lockwood, Normand 1906-
Loeffler, Charles 1861-1935
IiOmbardo, Robert 1932-
Loomis, Harvey 1865-1930
Lopatnikoff, Nikolai 1903-1976
Lourie, Arthur 1892-1947
Luening, Otto 1900-
Luke, Ray 1928-
Lybbert, Dona1d 1923-
Martirano, Salvatore 1927-
Maxfield, Richard 1927-
Mayer, William 1925-
McDowell, John 1926-
Mennini, Louis 1920-
Menotti, Gian Carlo 1911-
Moore, Douglas 1893-1969
Moross, Jerome 1913-
Moss, Lawrence 1927-
Nabokov, Nicolas 1903-1978
Nelson, Ron 1929-
Nevin, Arthur 1871-1943
Nordoff, Paul 1909-1977
Oliveros, Pauline 1932-
Overton, Hall 1920-1972
Paine, John Knowles 1839-1906
Parker, Horatio 1863-1919
Pasatieri, Thomas 1945-
Perkins, John 1935-
Phillips, Burrill 1907-
Germany 1946
Russia 1929
Austria 1945
Russia 1931
Alsace 188?
Estonia 1944
Russia 1947
Italy In U.S.,1927 
Russia 1939
Pinkham, Daniel 1923-
Powell, John 1882-1963
Read, Gardner 1913-
Reed, H. Owen 1910-
Rhodes, Phillip 1940-
Rochberg, George 1918-
Rogers, Bernard 1893-1968
Rorem, Ned 1923-
Salzman, Eric 1933-
Saminsky, Lazare 1882-1959
Schuller, Gunther 1925-
Schuman, William 1910-
Sessions, Roger 1896-
Siegmeister, Elie 1909-
Skilton, Charles 1868-1941
Smit, Leo 1921-
Smith, David 1877-1949
Smith, Julia 1911-
Smith Leland 1925-
Smith, Russell 1927-
Spelman, Timothy 1891-
Starer, Robert 1924-
Stein, Leon 1910-
Still, William Grant 1895-1978
Stoessel, Albert 1894-1943
Stokes, Eric 1930-
Stravinsky, Igor 1882-1971
Strube, Gustav 1867-1953
Talma, Louise 1906-
Taylor, Clifford 1923-
Taylor, Deems I885-1966
Tcherepnin, Alexander 1899-1977
Thompson, Randall 1899-
Thomson, Virgil 1896-
Toch, Ernst 1887-1964
Travis, Roy 1922-
Trimble, Lester 1923-
Verrall, John 1908-
Vincent, John 1902-1977
Wagenaar, Bernard 1894-1971
Wagner, Joseph 1900-1974
Ward, Robert 1917-
Ward-Steinman, David 1935-
Weigel, Eugene 1910-
Weill, Kurt 1900-1950
Weinberger, Jaromir 1896-1967
Weiner, Lazar 1897-
Weisgall, Hugo 1912-
Westergaard, Peter 1931-
White, Clarence 1880-1960
Wilder, Alec 
Wuorinen, Charles
1907-
1938-
Wykes, Robert 1926-
Zador, Eugene 1894-1977
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Russia 1926
Austria 1957
Russia 1945
G e r m a n y  n.d., imm.1891  
France n.d., imm.1920s
Russia 1958
Austria 1940
Netherlands 1927
Germany 1943 
Czechoslovakia 1948 
Russia n.d., imm.1914 
Czechoslovakia 1926
Hungary 1944
APPENDIX II
A LIST OF TWENTIETH-CENTURY OPERAS IN ENGLISH 
BY AMERICAN COMPOSERS
This list is taken from the biographical entries 
and catalogues of works in the Harvard Concise Dictionary 
of Music (1978) by Don Michael Randel, New Grove Dictionary 
of Music and Musicians (1980) edited by Stanley Sadie, and 
American Composerst A Biographical Dictionary (1982) by 
David Ewen.
Composer___________ Title_________________________Date_____
Adler, Samuel The Outcasts of Poker Flat 1959
The Wrestler 197**
The Lodge of Shadows 1973
Aitken, Hugh Fables 197**
Amram, David The Final Ingredient 1965
Twelfth Night 1968
Antheil, George Flight 1927-1930
Helen Retires 1930-1932
Transatlantic 1929
Volpone 1950-1952
The Brothers 195**
ffhe Wish 1955
Cabeza de Vaca 1956
Venus in Africa 1957
Argento, Dominick The Boor 1957
Colonel Jonathan the Saint 1958-1960 
Christopher Sly 1962
The Masque of Angels 1963
The Shoemaker4 b  Holiday 1967
Postcard from Morocco 1971
A Water Bird Talks 197**
Voyage of Edgar Allan Poe 1975-1976 
Miss Havisham*s Fire 1977-1978
Casanova * s Homecoming 1984
Bacon, Ernst A Tree on the Plains 1942
A Drumlin Legend 19**9
Barab, Samuel Chanticleer 1964
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Barber, Samuel
Beeson, Jack
Behrens, Jack 
Bennett, Robert
Berezowsky, Nicolai 
Bergsma, William
Bernstein, Leonard 
Beversdorf, Samuel 
' Bezanson, Philip 
Blackwood, Easley 
Blitzstein, Marc
Blumenfeld, Harold 
Bolcom, William 
Bowles, Paul
Brant, Henry 
Britain, Radie
Brunswick, Mark 
Cadman, Charles
Carter, Elliott
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Vanessa 1957
A Hand of Bridge 1958
Antony and Cleopatra 1965-1966
Jonah 1950
Hello out There 1953
The Sweet Bye and Bye 1956
Lizzie Borden 1965
My Heart's in the Highlands 1969 
Captaiji~Tinks of the Horse
Marines”" ” 1975
Dr. Heidigger*s Fountain of 
Youth 1978
The Lay of Thrym 1968
Maria Malibran 1935
The Enchanted Kiss 1945
Babar and the Elephant 1953
The Wife of Martin Guerre 1955
The Murder of Comrade Sharik 1973 
Trouble in TahTti 1950
The Hooligan 1964-1969
Golden Child n.d.
Four Letters from Gulliver 1972 
Triple Sec 1928
Parabola and Circula 1929
The Harpies 1931
The Cradle Will Rock 1936-1937
No for an Answer 1938-1940
A Tree on the Plains 1940
A Drumlln Legend 1949
ftegina 1949
Reuben. Reuben 1955
Juno (inc.) 1958
Sacco and Vanzetti 1959-1964
The Magic Barrel tine.) 1963
Idiots First ('Inc.) 1964
Amphitryon 4 1962-1965
Fritzi 1979
Dynamite Tonight 1963
Greatshot 1969
Denmark Vesev 1938
The Wind Remains 1943
Yerma 1958
Everybody Incorporated 1980
Carillon 1952
Kuthara I960
Western Testament 1964
The Master Builder (inc.) n.d.
The Land of the Misty Water 1909-1912 
The Garden of Mystery 1915
Shanewis. or the Robin Woman 1917 
A Witch of Salem 1925
The Willow Tree 1925
Ramala n.d.
Tom and Lily 1934
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Castelnuovo-Tedesco,
Mario
Chadwick, George
Chanler, Theodore 
Cheslock, Louis 
Clapp, Philip
Clarke, Henry
Coeme, Louis
Cole, Rossetter 
Constantinides, 
Dinos 
Converse, Frederick
Copland, Aaron
Corigliano, John 
Cortes, Ramiro 
Cowell, Henry 
Damrosch, Walter
Davidovsky, Mario 
DeKoven, Henry
Dello Joio, Norman
Des Marais, Paul 
Diamond, David 
Dlugoszewski, Lucia 
Donato, Anthony 
Doran, Matt Higgins
All*s Well that Ends Well 1955-1958
The Merchant of Venice 1956
The Importance of Being
Earnest 1961-1962
The Padrone 1915
Love's Sacrifice 191?
The Pot of Fat 1955
The Jewel Merchants 1930
The Taming of the Shrew 1948
The Flaming Brand 1949-1953
The Loafer and the Loaf 1953
Lysistrata ~  1970
Zenobia, Op, 66 1905
Sakuntala, Op. 6? n.d.
The”Maiden Queen. Op. 69 n.d.
A Woman of Marblehead, n.o. n.d.
The Maypole Lovers 1919-1931
Intimations 1981
The Pipe of Desire 1905
The Sacrifice 1911
Beauty and the Beast 1913
The Immigrants 1914
Sinbad the Sailor 191?
The Second Hurricane 1936
The Tender Land 1954
The Naked Carmen 1970
Prometheus i960
O'Higgins of Chile 1947
The Dove of Peace 1912
Cyrano de Bergerac 1913
The Man Without a Country 1937
The Opera Cloak 1942
Congress and the Elephant 1944
Scenes from Shir Ha-Shirim 1975-1976 
The Canterbury Pilgrims 1917
Rip Van Winkle 1920
The Ruby 1953
The Trial at Rouen (TV) 1955
The Triumph of St. Joan
(stage) 1959
Blood Moon 1961
Epiphanies 1964-1968
The Noblest Game 1972
The Heidi "Songs 1967-1970
The Walker through the Walls 1964 
The Committee 1953
The Little Hand So Obstinate 1966-1970 
Sign Here — —
Feet First 1972
Faculty Meeting 1974
Made by Hand 1975
The Marriage Counselor 1977
'The Lait Tlute Lesson 1978
The Registrar 1979
Dubensky, Arcady Romance with a Double Bass 1916
Downtown 1930
On the Highway 1936
Two Yanks in Italy 1944
Duke, Vernon Mistress into Maid 1928
Eaton, John Ma Barker 1957
Heracles 1964
Myshkin 1971
The Lion and Androcles 1973
Danton and Robespierre 1978
The Cry of Clytemnestra 1979
The Tempest 1985
Effinger, Cecil Pandora * s Box ' 1962
Cyrano de Bergerac 1965
The Gentleman Desperado 1976
Engel, A. Lehman The'Pierrot of the Minute 1929
Medea 1935
The Soldier 1956
Farberman, Harold Medea 1960-1961
The Losers 1971
Felciano, Richard Sir Gawain and the Green
Knight 1964
Feldman, Morton Neither 1976
Fine, Vivian The Women in the Garden 1977
Flagello, Nicolas Mirra 1953
The Wig 1953
Rip Van Winkle 1957
The Sisters 1958
The Judgment of St. Francis 1959 
The Piper of Hamelin 1970
Flanagan, William Bartleby 1952-1957
frhe ice Age 1967
Fletcher, Horace The Sack of Calabasas 1964
Floyd, Carlisle Slow Dusk 1949
Fugitives (withdrawn) 1951
Susannah 1953-1954
Wuthering Heights 1958
The Passion of Jonathan Wade 1962 
The So.ioumer and Molfii 
""Sinclair 1963
Markheim 1966
Of Mice and Men 1969
Bilbv1s Doll 1975
Foss, Lukas The Jumping Frog of Calaveras
bounty ~1949
Griffelkin 1953-1955
Introductions and Goodbyes 1959 
Freed, Isadore The Princess and the
Vagabond 1946
Freeman, Harry The Octoroon 1904
American Romance 1927
Voodoo 1928
Fuleihan, Anis Vasco 1958
Gaburo, Kenneth The Snow Queen 1951-1952
The Widow 1961
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George, Earl Birthdays (2 operas) 1975
Gershwin, George 135th Street 1922
Porgy and Bess 1935
Giannini, Vittorio IC'ucedla 1934
The Scarlet Letter 1937
Flora 1937
Beauty and the Beast 1938
felennerhasset 1939
The Taming of the Shrew 1950
The Harvest 1961
The Servant of Two Masters 1966 
Gideon, Miriam Fortunato 1954-1956
Gilbert, Henry Uncle Remus 1906
The Fantasy in Delft 1915
Gillis, Don Pep-Rally 1956
The Park Avenue Kids 1957
The Libretto 1958
The Legend of Star Valley
Junction . 1961-1962
World Premiere 1966-1967
The Gift of the Magi 1966
The Nazarene 1967-1968
Sehold the Man 1973
Glanville-Hicks, Caedmon 1934
Peggy The Glittering Gate 1959
Nausicaa i960
Sappho 1963
Gottlieb, Jack Tea Party 1955
Public Dance 1964
Which Is Solomon*s? 1976
Gretchaninoff, Sister Beatrice 1908-1910
Alexander The Marriage 1945-1946
Gruenberg, Louis frhe Witch of the Brocken 1912
The Bride of the Gods 1913
The Dumb Wife 1921
The Sleeping Beauty 1922
Jack and the Beanstalk 1930
The Emperor Jones 1932
Helena of Troy 1936
Green Mansions 1938
Volpone 1938
Antony and Cleopatra 1940-1960
One Night of Cleopatra n.d.
the Miracle of Flanders 1945
Hadley, Henry Safi§ 1908
dleopatra9s Night 1908
Azora. Daughter of Montezuma 1915 
feianca 1916
A Might in Old Paris 1925
Hannay, Roger frwo Tickets to Omaha i960
The Fortune of St. Macabre 1964 
Hanson, Howard Merry Mount 1933
Harbison, John The Winter's Tale 1974
Full"Moon in March 1977
Harrison* Lou
Haubiel* Charles 
Heiden* Bernhard 
Helm* Everett 
Herbert* Victor
Herrmann, Bernard
Hindemith, Paul 
Hoiby, Lee
Hovhaness, Alan
Imbrie, Andrew 
Jacobi* Frederick 
Johnston, Ben
Kay, Ulysses
Kelly, Robert 
Kerr, Harrison 
Kirchner, Leon
Kohs, Ellis 
Koutzen, Boris
Krenek, Ernst
Kreutz, Arthur
Kubik, Gail 
Kupferman, Meyer
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Rapunzel 1952
Young Caesar 1971
Sunday Costs Five Pesos 1949
The Darkened City 1961-1962
The Siege of~Tottenburg 1956
Natoma 1911
Madeleine 1913-1914
Wuthering Heights 1948-1950
A Christmas Carol 1954
The Long Christmas Dinner i960
¥h® ScarF" ’ 1955
Beatrice” 1959
Natalia Petrovna (A Month 1964
In t h e Country)
Summer and Smoke 1970
Something New for the Zoo 1980
Etchmiadzin ! : : 1946
The Blue Flame 1959
The Burning House i960
Spirit of the Avalanche 1962
Pilate 1963
The Leper King 1965
The Traveller 1967
Tale of the Sun Goddess
Going into the Stone House 1979 
Angle of Repose 1976
The Prodigal Son 1943-1944
Gertrude, or Would She Be
Please to Receive It? 1956
Carmilla ’ 1970
The Boor 1955
The Juggler of Our Lady 1956
The Capitoline Venus 1970
Jubilee 1976
The White Gods 1966
The Tower of Kel 1958-1960
Scenes for an Opera 1957
m y  1977
Amerika 1969
The Final Oath 1938-1954
You Never Know i960
What Price Confidence? 1946
The" B elTTower 1955-1956
Acres ~of Sky 1950
The University Greys 1954
SourwoodMountain 1958
Mirror"Tor~~the~l§ky 1946
Boston Baked Beans 1950
In a Garden 1948
Doctor Faustus Lights the
Lights 1952
The Judgement 1966
Prometheus ' 1977
Kurka, Robert The Good Soldier Schweik 1958
Laderraan, Ezra Jacob and the Indians 1956-1957
Sarah 1958
Goodbye to the Clowns 1959-1960
Galileo Galilei 196?
Shadows among Us 1969
And David Went 1970
LaMontaine, John ftbveliis. ^ovellis. Op. 31 1961
The Shepardes Plave. Op. 38 1967
Erode the Great®. Op. &0 1969
Be Glad then America. Op. 43 1976 
Lee, Dai-Keong Open the Gate 1951
Lees, Benjamin The Oracle 1955
The Gilded Cage 1972
Levy, Marvin David Sotoba Komachi 1957
The Tower 1957
Escorlal" 1958
liournini Becomes Elektra 1967
Lockwood, Hormand The Scarecrow 1945
Early Dawn 1961
The Wizard of Balazar 1962
The Inevitable Hour 1963
Requiem for a Rich Young Man 1964 
Loeffler, Charles Life is but a Dream 1917
Lombardo, Robert Sorrows of a Supersoul 1967
The Dodo 1975
Loomis, Harvey The Maid of Athens n.d.
The Burglar1s Bride n.d.
Lopatnikoff,
Nikolai Danton 1930
Lourie, Arthur The Feast during the Plague 1935
The Blackamoor of Peter the
Great 1961
Luening, Otto Evangeline 1928-1933
Luke, Ray Medea 1978
Lybbert, Donald Monica 1952
The Scarlet Letter 1965
Martirano,
Salvatore The Magic Stone 1951
Mayer, William One dhristmas Long Ago 1961
Brief dandle 1965
Death in the Family 1979
Mennini, Louis The Well 1951
The Rope 1955
Menotti, Gian Carlo Amelia Goes to the Ball 1936
The Old Maid and the Thief 1939
The island God ’ 1942
The Medium 1945
The Telephone 194o
foie ConsuT 1949
Amah1 and"the Night Visitors 1951
The Saint of Bleeker Street 1954
Menotti, Gian Carlo 
— Continued
Moore* Douglas
Moross, Jerome
Moss* Lawrence
Nabokov* Nicolas
Nelson* Ron 
Nevin, Arthur
Nordoff, Paul
Oliveros, Pauline 
Overton, Hall
Paine* John Knowles 
Parker* Horatio
Pasatieri, Thomas
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The Unicorn. The Gorgon.
and" the Manticore 1956
flaria Golovin 1958
The Labyrinth 1963
The Last Savage 1963
Martin*s Lie 1968
Help* Help, the Globolinks 1968
The Most Important Man in
the World 1970
Tamu-Tamu 1973
The Hero 1976
The_Egg 1976
The Trial of the Gypsy 1978
La Loca 1978
Chip and His Dog 1980
White Wings 1935
The Headless Horseman 1936
The Devil and Daniel Webster 1938 
The Emperor’s New Clothes 1948 
Giants in' the Earth 1950
The Ballad of Baby Doe 1956
Gallantry 195?
Wings of the Dove 1961
Carry Nation 1966
The Golden Apple 19^9-1950
Gentlemen, Be Seated! 1955-1956
Sorry. Wrong Number 197^-1977
The Brute i960
The Queen and the Rebels 1965
Rasputin*s End 1958
jLove * s Labors Lost 1970
The Birthday of the Infanta 1956 
Poia 1909
A Daughter of the Forest 191?
BSr. Fortune 1936-1937
The Masterpiece 19^0
The Sea Change" 1951
Crow Two 197^
Pietro4'! Petard n.d.
The Enchanted Pear n.d.
Huckleberry Finn 1971
Azara 1901
Mona 1910
fairyland 191^
The Women 1965
La~Divina 1966
Padrevia 196?
Calvary 1971
frhe Trial of Mary Lincoln 1972 
Black Widow ~  1972
The Seagull 197^
Signor Deluso 197^
The Penitentes 197^
Pasatieri, Thomas—  Ines de Castra 1976
Continued Washington Square 1976
Before Breakfast 1977
The Three Sisters 1979
Phillips, Burrill Don't We All 1947
The Unforgiven 1980
Pinkham, Daniel The Garden of Artemis 1948
Powell, John Judith and"Holofernes n.d.
Read, Gardner Villon 1965-1967
Reed, H. Owen Michigan Dream 1955
Rhodes, Phillip From "Paradise Lost" n.d,
Rochberg, George The Confidence Man 1981
Rogers, Bernard Deirdre 1922
TheMarriage of Aude 1931
The Warrior 1944
The Veil 1950
The Nightingale 195^
Rorera, Ned X Childhood Miracle 1952
The Robbers 1958
Miss Julie” 1964-1965
Bertha 1968-1969
Three Sisters Who Are Not
Sisters 1969
Fables— Five Very Short
Operas 1970
Hearing 1976
Salzraan, Eric Voices 1971
Stauf 1976
The Passion of Simple Simon 1979 
Civilization and Its
Discontents 1980
Saminsky, Lazare The Vision of Ariel 1916
The Gagliarde of a Merry
Plague 1924
Julian, the Apostate Caesar 1933-1938 
Schuller, Gunther The Visitation 1966
The Fisherman and his Wife 1970 
Schuman, William The Mighty"Casey 1953
Sessions, Roger The Trial of Lucullus 1947
Montezuma 1963
Siegmeister, Elie bariing"~Corie 1952
Miranda and the Dark Young
1955
The Mermaid in Lock No. 7 1958
The Plough and the Stars 1963
Night of the Moonspell 1976
The Marquess of 0. 1980
Skilton, Charles Kalopin 1927
The Sun Bride 1930
The Day of Gayomair 1936
Smit, Leo The Alchemy of Love 19&9
Magic Water 1979
Smith, David Merrvmount 1914
Smith, Julia
Smith, Leland 
Smith, Russell 
Spelman, Timothy
Starer, Robert
Stein, Leon
Still, William 
Grant
Stoessel, Albert 
Stokes, Eric
Stravinsky, Igor 
Strube, Gustav
Talma, Louise 
Taylor, Clifford 
Taylor, Deems
Tcherepnin, 
Alexander 
Thompson, Randall
Thomson, Virgil
Toch, Ernst 
Travis, Roy 
Trimble, Lester
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Cynthia Parker 1938
The Stranger of Manzano 1943
The Gooseherd and the Goblin 1946 
Cockcrow 1953
The Shepherdess and the
Chimneysweep 1963
Daisy 1973
Santa Claus 1955
The Unlcora in the Garden 1956
The Sea Rovers 1928
The Sunken City 1930
flhe Courtship of Miles
Standish 1943
The Intruder 1956
Pantagleize 1967
The Last Lover1 Pelagia 1974
Apollonia 1978
The Fisherman6s Wife 1954
Deirdre " 1956
Blue Steel 1935
Troubled Island 1938
A Bayou Legend 1941
A Southern Interlude 1942
Costaso 1949
Mota 1951
The Pillar 1956
Minette Fontaine 1958
Highway No. 1, USA 1962
Garrick 1936
Hors'pfal 1967-1968
Harp, or Orpheus in Clover 1977 
The Jealous Cellist 1976-1977
The Rake’s Progress 1951
Ramona 1916
The Captive 1938
The Alcestiad 1955-1958
The Freak Show 1973-1974
The King’s Henchman 1926
Peter Ibbetson 1930
Ramuntcho 1937
The Dragon 1957
The Farmer and the Fairy 1952
Solomon and Balkis 1942
The Nativity according to
St. Luke 1961
Four~Salnts in Three Acts 1927-1928
frhe Mother of Ds All 1947
Lord Byron * 1967-1968
The Last Tale 1962
The Passion of Oedipus 1962
HoccaccTo^s N'igTTEingale 1962
Verrall, John
Vincent, John 
Wagenaar, Bernard 
Vard, Robert
Ward-Steinman, 
David 
Weill, Kurt 
Weisgall, Hugo
Westergaard, Peter
White, Clarence 
Wilder, Alec
Wuorinen, Charles 
Wykes, Robert 
zldor, Eugene
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The Cowherd and the Sky
faaiden 1951
The Wedding Knell 1954
three Blind Mice" 1955
Primeval Void 1969-1971
Pieces of Eight 1944
He Who Gets Slapped 1956
The Crucible 1961
The Lady from Colorado 1964
Claudla Legare 1977
Abelard"and Heloiae 1980
Minutes Till Midnight 1981-1982
Tamar 1970-1977
tiown in the Valley 1948
S ig h t 1932
m n t h  1934
The Tenor 1950
The Stronger 1952
Six Characters in Search of
an Author 1956
Purgatory 1958
r t h f l T a T ' 1963
Nine Rivers from Jordan 1968
Jenny, or The Hundred Nights 1976 
The Garden of Adonis 1980
CharlvarT 1953
Mr. and Mrs. Discobbolos 1965
The Tempest (inc. in 1984) 197^
Ouanga 1932
The Lowland Sea 1951
Ellen 1955
the Impossible Forest n.d.
The W. of Babylon 1975
The Prankster 1951
fchristooh Columbus 1939
the Virgin and the Fawn 1963
The Magic Chair 1965
the Scarlet Mill 1967
APPENDIX III
AN ALPHABETICAL LIST OF COMPOSERS 
OF SHAKESPEAREAN OPERAS
Name ________________     Dates
Amram, David b.1930
Argento, Dominick b.1927
Audran, Edmond 1840-1901
Balfe, Michael 1808-1870
Barber, Samuel 1910-1981
Barkworth, John 1858-1929
Bellini, Vincenzo 1801-1835
Benda, Georg 1722-1785
Berlioz, Hector 1803-1869
Bentoiu, Pascal b.1927
Blacher, Boris b.1903
Bloch, Ernest 1880-1959
Britten, Benjamin 1913-1973
Castelnuovo-Tedesco, Mario 1895-1968
Ch&lard, Hippolyte 1789-1861
Clapp, Philip 1888-1954
Collingwood, Lawrence b.1887
Dalayrac, Nicolas 1753-1809
Dittersdorf, Carl Ditters von 1739-1799
Eaton, John b. 1935
Faccio, Franco 1840-1891
Fibich, Zdenek 1850-1900
Foerster, Josef 1859-1951
Frazzi, Vito b . 1888
Gatty, Nicholas 1874-1946
Giannini, Vittorio 1903-1966
Goetz, Hermann 1840-1876
Goldmark, Carl 1830-1915
Gounod, Charles 1818-1893
Gruenberg, Louis 1884-1964
Hahn, Reynaldo 1874-1947
Halevy, Jacques 1799-1862
Harbison, John b.1938
Holst, Gustav 1874-1934
Ivry, Richard d' 1829-1903
Krejci, Isa 1904-1968
Lampe, John 1703-1751
Leveridge, Richard 1670-1758
Malipiero, Gian 1882-1973
Mancinelli, Luigi 1848-1921
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Marchetti, Filippo 1831-1902
Martin, Frank 1890-1974
Missa, Edmond 1861-1910
Nabokov, Nicolas 1903-1978
Nicolai, Otto 1810-1849
Pinsuti, Ciro 1829-1888
Purcell, Henry 1659-1695
Raphling, Sam b .1910
Reichardt, Johann 1752-1814
Ritter, Peter 1763-1846
Rossini, Gioacchino 1792-1868
Salieri, Antonio 1750-1825
Salvayre, Gaston 1847-1916
Searle, Humphrey b.1915
Shebalin, Vissarion 1902-1963
Siegmeister.^Elie b.1909
Smetana, Bedrich 1824-1884
Smith, John Christopher 1712-1795
Stanford, Charles 1852-1951
Steibelt, Daniel 1765-1823
Storace, Stephen 1763-1796
Sutermeister, Heinrich b .1910
Taubert, Wilhelm 1811-1891
Thomas, Ambroise 1811-1896
Tippett, Michael b.1905
Turok, Paul n.d.
Vaccai, Nicola 1790-1848
Veracini, Francesco l690-ca.l750
Verdi, Giuseppe 1813-1901
Vaughan Williams, Ralph 1872-1958
Wagner, Richard 1813-1883
Westergaard, Peter b.1931
Wolf-Ferrari, Ermanno 1876-1948
Zandonai, Riccardo 1883-19^
Zingarelli, NiccolS 1752-1802
Zumsteeg, Johann 1760-1802
APPENDIX IV
A LIST OF COMPOSERS OF SHAKESPEAREAN OPERAS
BY NATIONALITY
American
Amram, David b.1930
Argento, Dominick b.1927
Barber, Samuel 1910-1981
Bloch, Ernest (Swiss born) 1880-1959
Castelnuovo-Tedesco, Mario 1895-1968
(Italian born)
Clapp, Philip 1888-1954
Eaton, John b.1935
Giannini, Vittorio 1903-1966
Gruenberg, Louis 1884-1964
Harbison, John b.1938
Nabokov, Nicolas (Russian born) 1903-1978
Raphling, Sam b.1910
Siegmeister, Elie b .1909
Turok, Paul b.1929
Westergaard, Peter b.1931
Austrian
Dittersdorf, Carl Ditters von 1739-1799
Austro-Hungarian
Goldmark, Carl 1830-1915
Czechoslovakian
Benda, Georg 1722-1795
Fibich, Zdenek 1850-1900
Foergter,wJosef 1859-1951
Krejci, Isa 1904-1968
Smetana, Bedrich 1824-1884
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English
Barkworth, John 1858-1929
Britten, Benjamin 1913-1973
Collingwood, Lawrence b.1887
Gatty, Nicholas 1874-1946
Holst, Gustav 1874-1934
Lampe, John 1703-1751
Leveridge, Richard 1670-1758
Purcell, Henry 1659-1695
Searle, Humphrey b.1915
Smith, John Christopher (German born) 1712-1795 
Stanford, Charles 1852-1951
Storace, Stephen 1762-1796
Tippett, Michael b.1905
Vaughan Williams, Ralph 1872-1958
French
Audran, Edmond 1840-1901
Berlioz, Hector 1803-1869
Chelard, Hippolyte 1789-1861
Dalayrac, Nicolas 1753-1809
Gounod, Charles 1818-1893
Hahn, Reynaldo (Hungarian born) 1874-1947
Halevy, Jacques 1799-1862
Ivry, Richard df 1829-1903
Missa, Edmond 1862-1910
Salvayre, Gaston 1847-1916
Thomas, Ambroise I8H - I 896
Irish
Balfe, Michael 1808-1870
German
Blacher, Boris b.1903
Goetz, Hermann 1840-1876
Nicolai, Otto 1810-1849
Reichardt, Johann 1752-l8l4
Ritter, Peter 1763-1846
Steibelt, Daniel 1765-1823
Taubert, Wilhelm 1811-1891
Wagner, Richard 1813-1883
Zumsteeg, Johann 1760-1802
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Italian
Bellini, Vincenzo 1801-1835
Faccio, Franco 1840-1891
Frazzi, Vito b.l888
Malipiero, Gian 1882-1973
Mancinelli, Luigi 1848-1921
Marchetti, Filippo 1831-1902
Pinsuti, Ciro 1829-1888
Rossini, Gioacchino 1792-1868
Salieri, Antonio 1750-1825
Vaccai, Nicola 1790-1848
Veracini, Francesco l680-ca.l750
Verdi, Giuseppe 1813-1901
Wolf-Ferrari, Ermanno 1876-1948
Zandonai, Riccardo 1883-1944
Zingarelli, Niccolo 1752-1837
Roumanian
Bentoiu, Pascal b.1927
Russian
Shebalin, Vissarion 1902-1963
Swiss
Martin, Frank 1880-1974
Sutermeister, Heinrich b.1910
APPENDIX V
A LIST OF SHAKESPEAREAN OPERAS 
ACCORDING TO LANGUAGE(S)
English
Amrara, David (b.1930) 
Argento, Dominick (b.1927)
Barber, Samuel (1910-1981) 
Barkworth, John (1858-1929) 
Britten, Benjamin (1913-1973)
Castelnuovo-Tedesco, Mario 
(1895-1968)
Clapp, Philip (1888-195^) 
Collingwood, Lawrence (b.1887) 
Eaton, John (b.1935)
Gatty, Nicholas (1874-1946) 
Giannini, Vittorio (1903-1966) 
Gruenberg, Louis (1884-1964) 
Harbison. John (b.1938)
Holst, Gustav (1874-1934)
Lampe, John (1703-1751)
Leveridge, Richard (1670-1758)
Nabokov, Nicolas (1903-1978) 
Purcell, Henry (1659-1695)
Raphling, Sam (b.1910) 
Searle, Humphrey (b.1915) 
Siegmeister, Elie (b.1909)
Twelfth Night (1968) 
Christopher Sly (1963), 
after The Taming of the 
Shrew
Antony and Cleopatra (1966) 
Romeo and Juliet (1916)
A Midsummer Night*s Dream 
(I960)
All's Well That Ends Well
(1955-1958), also in Italian 
The Taming of the Shrew (1948) 
Macbeth (1934)
THTTempest (1985)
The Tempest (1920)
The Taming of the Shrew (1953) 
Antony and Cleopatra (1960) 
Winter's Tale (1974)
At the Boar's Head (1925).
  after Hehfyir~
Pyramus and Thisbe (1745), 
after A Midsummer Night*s 
Dream
Pyramus and Thisbe (1716), 
after A Midsummer Night's 
Dream
Love's Labour's Lost (1970), 
also in German 
The Fairy Queen (1692), after 
A Midsummer Night's Dream 
The Tempest (1695)
Prince Hamlet (1975)
Hamlet (19687. also in German 
Right of the Moonspell (1976), 
after A Midsummer Night's 
Dream
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English— continued
Smith, John Christopher 
(1712-1795)
Stanford, Charles (185201951) 
Tippett, Michael (b.1905)
Turok, Paul (b.1929)
Vaughan Williams, Ralph 
(1872-1958)
Westergaard, Peter (b.1931)
Czech
Fibich, Zdenek
Foerster, Josef (1859-1951)
Krejci, Isa (1904-1968)
Smetana, Bedrich (1824-1884)
French
Audran, Edmond (1840-1901)
Berlioz, Hector (1803-1869)
Bloch, Ernest (1880-1959) 
Chelard, Hippolyte (1789-1861) 
Dalayrac, Nicolas (1753-1809)
Gounod, Charles (1818-1893) 
Hahn, Reynaldo (1875-1947) 
Ivry, Richard d' (1829-1903)
Missa, Edmond (1861-1910) 
Steibelt, Daniel (1765-1823) 
Thomas, Ambroise (1811-1896) 
Verdi, Giuseppe (1813-1901)
German
Benda, Georg (1722-1795) 
Blacher, Boris (b.1903)
The Fairies (175*0» after 
A Midsummer Night's Dream 
Much Ado About Nothing (1901) 
The Knot Garden (1970), 
after The Tempest 
Richard Til (1975)
Sir John in Love (1929), 
after the Merry Wives of 
Windsor 
The Tempest (incomplete in
-rc&Sr—
Boure (1895), after The Tempest 
Jessica (1905), after the 
Merchant of Venice 
The Revolt at fiphesus (1943), 
after The Comedy of Errors 
Viola (l664)„ after Twelfth 
Night (unfinished)
Gillette de Norbonne (1893), 
after All*s Well That Ends 
,Well
Beatrice et Benedict (1862), 
after Much Ado About Nothing 
Macbeth (191&)
Macbeth (1827)
Tout pour 1*amour (1792), 
after Romeo and Juliet 
Romeo et Juliette (1567)
Le marchand de Vlnise (1935) 
Les amants de Yerone (1878), 
after Romeo and Juliet 
Dinah ( 1 0 9 4 ) after Cymbeline 
ftomeo et Juliette (1793)
Hamlet (1&681 
Macbeth (1865)
Romeo und Julia (1776) 
Romeo und Julia (1950)
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German— continued
Dittersdorf, Carl Ditters von 
(1739-1799)
Goetz, Hermann (1840-1876)
Goldmark, Carl (1830-1915) 
Martin, Frank (1890-1974) 
Nicolai, Otto (1810-1849) 
Reichardt, Johann (1752-1814) 
Sutermeister, Heinrich (b.1910)
Taubert, Wilhelm (1811-1891) 
Wagner, Richard (1813-1883) 
Zumsteeg, Johann (1760-1802)
Italian
Balfe, Michael (1808-1870) 
Bellini, Vincenzo (1801-1835)
Castelnuovo-Tedesco, Mario 
(I895-1968)
Faccio, Franco (1840-1891) 
Frazzi, Vito (b.l888) 
Hallvy, Jacques (1799-1862) 
Malipiero, Gian (1882-1973)
Mancinelli, Luigi (1848-1921)
Marchetti, Filippo (1831-1902) 
Pinsuti, Ciro (1829-1888) 
Rossini, Gioacchini (1792-1868) 
Salieri, Antonio (1750-1825)
Die lustigen Weiber von 
Windsor (l797)
Per Widerspenstigen ZShmung 
(187^). after The Taming 
of the Shrew 
Das wintermarchen (1908), 
after The winter’s Tale 
Per Sturm (1966). after 
The Tempest 
Die lustigen Weiber von 
Windsor (1849)
Die Geisterinsel (1798), 
after The Tempest 
Romeo und Julia (1940) 
Me~TauBirInsiI (1942), 
after The Tempest 
Cesario (1(374), after 
Twelfth Night 
Das Liebesverbot (1836), 
after Measure for Measure 
Die Geisterinsel (179871 
after The Tempest
Falstaff (1838), after
The Merry Wives of Windsor
I Capuletti ed i Montecchi 
(1830)> after Romeo and~ 
Juliet
II mercante di Venezia (1958)
Amleto (1865)
Re Lear (1939)
La tempesta (1850)
Giulio Cesare (1936)
Antonio e Cleopatra (1938) 
Mondi celesti e infernali 
(1950), after Romeo and 
Juliet
II sogno di una notte d*estate 
(1917), after A Midsummer 
Night6s Dream 
Romeo "e Giulietta (I865)
II mercante di Venezia (1873)
otiiiTi W i g y -----------
Palstaff (1799). after The 
Merry Wives of Windsor
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Italian— continued
Salvayre, Gaston (1847-1916) 
Storace, Stephen (1763-1796)
Vaccai, Nicola (1790-1848) 
Veracini, Francesco 
(l690-ca,1750)
Verdi, Giuseppe (1813-1901)
Wolf-Ferrari, Ermanno 
(1876-1948)
Zandonai, Riccardo%(1883-1944) 
Zingarelli, Niccolo
Riccardo III (1883)
Gil equivoci (1786), after 
The Comedy of Errors 
Giuletta e Romeo (1825) 
Rosalinda (174~4T, after As 
You Like It 
Macbeth (1&47)
Oteilo (1887)
Falstaff (1893), after The 
Merry Wives of Windsor 
Sly (1927). after The Taming 
of the Shrew 
Giulietta e Romeo (1922) 
Giulietta e Romeo (1955)
Russian
Shebalin, Vissarion (1901-1963) The Taming of the Shrew (1955)
APPENDIX VI 
A CHRONOLOGY OF SHAKESPEAREAN OPERAS
This list is taken from the biographical entries 
and catalogues of works in Grove’s Dictionary of Music and 
Musicians (5th edition, 195*0 edited by Eric Blom, Shake- 
speare in Music (1964) edited by Phyllis Hartnoll, The Con­
cise Oxford Dictionary of Music (2nd edition, 1964) by 
Percy Scholes and edited by John Owen Ward, The New College 
Encyclopedia of Music (revised edition, 1976) by J. A. 
Westrup and F. LI. Harrison and edited by Conrad Wilson, 
Harvard Concise Dictionary of Music (1978) by Don Michael 
Randel, and The New Grove Dictionary of Music and Musicians 
(6th edition, 1980) edited by Stanley Sadie.
1692
Henry Purcell (1659-1695)» The Fairy Queen, after A Midsum­
mer Night’s Dream, London.
1695
Henry Purcell, The Tempest, London.
1716
Richard Leveridge (1670-1758), Pyramus and Thisbe, after 
A Midsummer Night's Dream, London.
1744
Francesco Veracini (1690-ca.1750), Rosalinda, after As You 
Like It. London.
1745
John Lampe (1703-1751). Pyramus and Thisbe. after A Mid­
summer Night's Dream, London.
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1754
John Christopher Smith (1712-1795)* The Fairies, after 
A Midsummer Night’s Dream, London.
1757
John Christopher Smith* The Tempest. London.
1756
Georg Benda (1722-1795)* Romeo und Julia. Goth, Thuringia. 
1786
Stephen Storace (1762-1796)* Gli eauivoci (The Errors), 
after The Comedy of Errors, Vienna.
1792
Nicolas Dalayrac (1753-1809), Tout par 1'amour, after Romeo 
and Juliet. Paris.
1793
Daniel Steibelt (1765-1823), Romeo et Juliette. Paris.
1794
Peter Ritter (1763-1846), Die lustigen Weiber von Windsor. 
Mannheim.
1796
Niccolo Zingarelli (l752-1837), Giulietta e Romeo. Milan.
1797
Carl Ditters von Dittersdorf (1739-1799)* Die lustigen Weiber 
von Windsor, Vienna.
1798
Johann Friedrich Reichardt (1752-1814), Die Geisterinsel (The 
Tempest). Berlin.
Johann Zumsteeg (1760-1802), Die Geisterinsel. Stuttgart.
1799
Antonio Salieri (1750-1825), Falstaff. ossia le tre burle. 
after The Merry Wives of Windsor. Vienna.
I8l6
Gioacchino Rossini (1792-1868), Otello. ossia il Moro di 
Venezia. Naples.
1825
Nicola Vaccai (1790-1848), Giulietta e Romeo. Milan.
1827
Hippolyte Chelard (1789-1861), Macbeth, Paris.
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1830
Vincenzo Bellini (1801-1835), I Capuletti ed i Montecchi. 
after Romeo and Juliet. Venice.
1836
Richard Wagner (1813-1883). Das Liebesverbot. after Measure 
for Measure. Magdeburg.
1838
Michael Balfe (1808-1870), Falstaff. after The Merry Wives 
of Windsor. London.
184?
Giuseppe Verdi (1813-1901), Macbeth. Florence.
1849
Otto Nicolai (1810-1849)* Die lustigen Weiber von Windsor. 
Berlin. “ ---------------------
1850
Jacques Francois Halevy (1799-1862), La tempesta. London. 
1862
Hector Berlioz (1803-1869), Beatrice et Benedict, after Much 
Ado About Nothing. Baden-Baden.
1865
Giuseppe Verdi, Macbeth, revised version in French, Paris. 
Franco Faccio (l«4o-1891), Amleto. Genoa.
Filippo Marchetti (1831-1902). Romeo e Giulietta. Trieste.
186?
Charles Gounod (1818-1893)» Romeo et Juliette. Paris.
1868
Ambroise Thomas (1811-1896), Hamlet. Paris.
1873
Ciro Pinsuti (1829-1888), II mercante di Venezia. Bologna.
1874
Wilhelm Taubert (1811-1891), Cesario. after Twelfth Night. 
Berlin.
Hermann Goetz (1840-1876), Per Widerspenstigen Z&hrnung (The 
Taming of the Shrew). Mannheim.
1878
Richard d'lvry (1829-1903)» Les amants de Verone. after 
Romeo and Juliet. Paris.
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1882
Edmond Audran (1840-1901), Gillette de Norbonne. after 
All*s Well That Ends Well. Paris.
1883
Gaston Salvayre (1847-1916), Riccardo III, St. Petersburg.
1884
Bedrich Smetana (1824-1884), Viola, after Twelfth Wight, 
unfinished.
1887
Giuseppe Verdi, Otello. Milan.
1893
Giuseppe Verdi, Falstaff. after Henry IV and The Merry Wives 
of Windsor. Milan.
1894
Edmond Missa (1861-1910), Dinah, after Cymbeline. Paris.
1895„
Zdenek Fibich (1850-1900), Boure. after The Tempest. Prague. 
1901
Charles Villiers Stanford (1852-1924), Much Ado About Nothing. 
London.
1905
Josef Bohuslav Foerster (1859-1951)» Jessica. after The Mer­
chant of Venice, Prague.
1908
Carl Goldmark (1830-1915)* Das Wintermflrchen (The Winter's 
Tale), Vienna.
1910
Ernest Bloch (1880-1959)* Macbeth. Paris.
1916
John Barkworth (1858-1929)* Romeo and Juliet. Middlesborough, 
England.
1917
Luigi Mancinelli (1848-1921), II sogno di una notte d*estate 
(A Midsummer Night’s Dream), unproduced, published 1922.
1920
Nicolas Comyn Gatty (1874-1946), The Tempest. London.
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n.d.
Nicolas Comyn Gatty, Macbeth, unproduced.
1922
Riccardo Zandonai (1883-1944), Giulietta e Romeo. Rome.
1925
Gustav Holst (l8?4-1934), At the Boar*s Head, after Henry 
IV. Manchester.
1927
Ermanno Wolf-Ferrari (1876-1948), Sly, after The Taming of 
the Shrew. Milan.
1929
Ralph Vaughan Williams (1872-1958), Sir John in Love, after 
The Merry Wives of Windsor. London,
1934
Lawrence Collingwood (b.1887), Macbeth, London.
Raynaldo Hahn (1875-1947), Le marchand de Venise. Paris.
1936
Gian Francesco Malipiero (1882-1973)» Giulio Cesare. Genoa.
1938
Gian Francesco Malipiero, Antonio e Cleopatra. Florence.
1939
Vito Frazzi (b.1888), Re Lear, Florence.
1940
Heinrich Sutermeister (b.1910), Romeo und Julia. Dresden.
1942
Heinrich Sutermeister, Die Zauberinsel (The Tempest). Dresden.
Isa Krejci (1904-1968), The Revolt at Ephesus, after The 
Comedy of Errors, Prague.
1948
Philip Clapp (1888-1954), The Taming of the Shrew, unproduced. 
1950
Boris Blacher (b.1903), Romeo und Julia, radio opera.
Gian Francesco Malipiero. Mondi celesti e infernali, No. 5, 
after Romeo and Juliet, unproduced.
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1953
Vittorio Giannini (1903-1966), The Taming of the Shrew, 
television, USA.
1955
Vissarion Yakovlevich Shebalin (1902-1963), The Taming of 
the Shrew. Moscow.
1955-1958
Mario Castelnuovo-Tedesco (1895-1968), All's Well That Ends 
Well, unpublished.
1956
Mario Castelnuovo-Tedesco, II mercante di Venezia. Milan.
Frank Martin (1890-1974), Per Sturm (The TempesTT. Vienna.
I960
Louis Gruenberg (1884-1964), Antony and Cleopatra, unpublished. 
Benjamin Britten (1913-1976). A Midsummer Night's Dream. Alde- 
burgh, England.
1963
Dominick Argento (b. 1927), Christopher Sly, after The Taming 
of the Shrew. Minneapolis.
1966
Samuel Barber (1920-1981), Antony and Cleopatra. New York.
1968
David Amram (b.1930), Twelfth Night. Lake George, New York. 
Humphrey Searle (b.1914). Hamlet. Hamburg.
1970
Michael Tippett (b.1905). The Knot Garden, after The Tempest. 
London.
1973
Nicolas Nabokov (1903-1978), Love's Labour's Lost. Brussels.
1974
John Harbison (b.1938), Winter's Tale, San Francisco, 
California.
1975
Sam Raphling (b.1910), Prince Hamlet, unpublished.
1976
Elie Siegmeister (b.1909), Night of the Moonspell. Shreveport, 
Louisiana.
198$
John Eaton (b.l935)» The Tempest. Santa Fe, New Mexico.
APPENDIX VII
A LIST OF SHAKESPEAREAN OPERAS ACCORDING 
TO THE PLAYS ON WHICH THEY ARE BASED
The following list is compiled from the Shakespearean 
operas given by the writer in Chapter I.
Name of Play
XTlrs’WelT Thai, Ends"'WelI
Name of Opera 
7Q T Ti~~WelT That 'Ends Well (lHB2). 
Audran
All’s Well That Ends Well (1955-  
195^)» Castelnuovo-Tedesco 
Antonio e Cleopatra (1938).
Malipiero 
Antony and Cleopatra (i960), 
Gruenberg 
Antony and Cleopatra (1966),
Barber
Rosalinda (1744), Veracini 
Gli equivoci (1786), Storace 
The Revolt at Ephesus (1946),
Krejci 
Dinah (1894), Missa 
Amleto (1865)t Faccio 
Hamlet (1868)„ Thomas 
Hamlet (1968), Searle 
Prince Hamlet (1975)* Raphling 
Falstaff f!553). Verdi
(see The Merry Wives of Windsor) 
At the Boar’s Head (1925). Holst 
(see The Merry Wives of Windsor) 
Giulio Cesare (1936). Malipiero 
Re Lear (1939)» Frazzi 
Love’s Labour’s Lost (1973)» 
Nabokov 
Macbeth (1827)» Chelard 
Macbeth (1847, Italian), Verdi 
Macbeth (1865, French), Verdi 
ftlacbeth (1910), Bloch 
Macbeth (193*0. Collingwood 
Macbeth (n.d,), Gatty 
bas Liebesverbot (1836), Wagner
Antony and Cleopatra
As You Like It 
The Gomed.v of Errors
Cymbeline
Henry IV. 1 & 2
Julius Caesar 
King Lear
Love’s Labour’s Lost 
Macbeth
Measure for Measure
46?
The Merchant of Venice 
The Merry Wives of Windsor
A Midsummer Night*s Dream
Much Ado About Nothing
Othello 
Richard III 
Romeo and Juliet
b6B
II mercante di Venezia (1873).
— piRFutr--------------------------
Jessica (1905)» Poerster 
Le marchand de Venise (1935)*
Hahn
II mercante di Venezia (1956), 
Castelnuovo-Tedesco 
Die lustigen Weiber von Windsor 
(1794)/ Ritter 
Die lustigen Weiber von Windsor 
tl797)» Diiiersdorf 
Falstaff (1799). Salieri 
Falstaff (1838), Balfe 
Die lustigen Weiber von Windsor
"  (1849)9 Nicolai-------------------------------------------
Falstaff (1893). Verdi 
tsee Henry IV. 1 & 2)
At the Boar's Head ( 1 9 2 5 ) » Holst 
(see Henrv IV~ T  & 2)
Sir John in Love (1929).
Vaughan Williams 
The Fairy Queen (1692), Purcell 
Pyramus and Thisbe (1716),
Leveridge 
Pyramus and Thisbe (17^5)» Lampe 
A Midsummer Night*s Dream (175^).
J. C. Smith 
II sogno di una notte d*estate 
(1917), Mancinelli 
A Midsummer Night*3 Dream (I960), 
Britten
Night of the Moonspell (1976), 
Siegmeister 
Beatrice et Benedict (1862), 
Berlioz
Much Ado About Nothing (1901), 
Stanford 
Otello (1816), Rossini 
Otello (1887). Verdi 
Riccardo III (1883). Salvayre 
Richard’ III '(1975). Turok 
Romeo und Julia (1776), Benda 
Tout par 1*amour (1792). Dalayrac 
Rom§o et Juliette (1793),
Steibelt 
Giulietta e Romeo (1796).
  fcingarelll-----
Giulietta e Romeo (1825)» Vaccai 
I Capuletti ed 1 Montecchi (1830), 
Bellini
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The Taming of the Shrew
Romeo and Juliet—  Romeo e Giulietta (1865),
continued Marchetti
Romfeo et Juliette (I867),
Gounod
Les amants de Verone (1878), 
d'lvry 
Romeo and Juliet (1916), 
Barkworth 
Giulietta e Romeo (1922),
Zand ona1 
Romeo und Julia (1940), 
Sutermeister 
Romeo und Julia (1950),
Blacher
Mondi celesti e infernali (1950), 
Malipiero 
Per Widerspenstigen Zahmung 
(18?4), Goetz 
Sl.v (1927), Wolf-Ferrari 
The Taming of the Shrew (1948), 
Clapp
The Taming of the Shrew (1953)» 
Giannini 
The Taming of the Shrew (1955)» 
Snebaiin 
Christopher Sly (1963). Argento 
The Tempest (lo95), Purcell 
The Tempest (1756), J. C. Smith 
Die Geisterinsel (1798),
Reichardt 
La tempesta (I850), Halevy 
The Tempest (1920), Gatty 
Die Zaubermsel (1942), 
Sutermeister 
Per Sturm (1956), Martin 
The Knot Garden (1970), Tippett 
*frh'e"Tempest (1§85), Eaton 
Cesario (1&74), Taubert 
Viola (1884). Smetana (inc.) 
Twelfth Night (1968), Amram 
Das WintermSrchen (1908),
C. Goldmark 
Winter*s Tale (1974), Harbison
No operas are cited in Chapter I for Coriolanus.
Henry V . Henry VI (1, 2, 3)* Henry VIII. King John. Pericles.
Richard II. Timon of Athens. Titus Andronicus. Troilus and
The Tempest
Twelfth Night
Cressida, and The Two Gentlemen of Verona.
APPENDIX VIII 
CATALOGUES OF WORKS
The following catalogues of the works of eleven 
American composers of Shakespearean operas are taken from 
a variety of sources, e.g.. International Cyclopedia of 
Music and Musicians (1975). Baker's Biographical Dictionary 
of Musicians (1984), New Grove Dictionary of Music and Mu­
sicians (1980), David Ewen's American Composers8 A Biograph­
ical Dictionary (1980), Who's Who in American Music (1983)» 
and— for those composers still living— the composers them­
selves. The operatic works are listed in Appendix lit A List 
of Twentieth-Century Operas in English by American Composers, 
pp. 441-451.
DAVID WERNER AMRAK 
Principal publisher! C. F. Peters Corporation.
Orchestral
Autobiography (1959)1 En Memoria Chano Pozo (1977)•
Concertos
Shakespearean Concerto (1959) for oboe, two horns, and strings 1 
Concerto (1966) for horn and winds; Horn Concerto (1969); 
Concerto for winds, brass, jazz quintets and orchestra (1970); 
Bassoon Concerto (1970); Elegy (1970) for violin and orchestra; 
Violin Concerto (1980).
Choral
The American Bell (1962), a cantata for narrator and orchestra 
to a text of Archibald MacLeish; May the Word of the Lord (1962)
4?0
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and Thou Shalt Love the Lord Thy God (1962) for chorus and 
orchestra; By the Rivers of Babylon (1964) for soprano and 
women's voices; A Year in Our Land (1965) and Let Ps Remember 
(1965) for vocal soloists, chorus, and orchestra.
Vocal
Songs from Shakespeare (1968) for voice and piano; Three 
Songs from for America (1969) for baritone and string quintet; 
The Trail of Beauty (1976) for mezzo soprano, oboe, and 
orchestra.
Chamber Music
Sonata (i960) for violin and piano; Three Songs for Marlboro 
(1962) for horn and cello; The Wind and the Rain (1964) for 
viola and piano; Native American Fortraits (1976) for violin, 
piano, and percussion; Trio (1958) for tenor saxophone, horn, 
and bassoon; Dirge and Variations (1962) for piano trio; 
Discussion (I960) for flute, cello> piano, and percussion; 
String Quartet (1962); Fanfare and Processional (1966) for 
five brasses; Quintet (1968); Three Dances (1966) for oboe 
and strings.
Solo Instruments
Overture and Allegro (1959). Lysistrata (i960), and Zohar 
(1978) for flute; Sonata (1964) for violin; Triptych (1969) 
for viola; Sonata (i960) for piano.
DOMINICK ARGENTO 
Principal publishers Boosey and Hawkes, Incorporated.
Orchestral
The Mask of Night (1965). variations; A Ring of Time (1972), 
preludes and pageants; In Praise of Music (1977). seven songs 
for orchestra without texts Fire Variations (1981) for large 
orchestra; Volpone (1964) and The House of Atreus (1968), 
incidental music; The Resurrection of Don JuanTT955) and 
Royal Invitation, or Homage to the Queen of Tonga (1964), 
ballet music.
Concertos
Bravo. Mozart! (1964) for oboe, violin, horn, and orchestra; 
Capriccio (19^5) for clarinet and orchestra.
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Choral
The Resurrection of St, John the Divine (1966) for tenor, 
men's chorus, brass, and percussions A Nation of Cowslips 
(1968), a song cycle for mixed chorus; Tria Carmma Paschal is
(1970) for women's voices, harp, and guitar, based on three 
Latin Easter lyrics; Jonah and the Whale (1973)* an oratorio 
for narrator, vocal soloists, chorus, and chamber ensemble; 
Peter Quince'at the Clavier (1979). a sonatina for mixed 
chorus and piano concertante; I Hate and I Love (1981)» cycle 
for mixed chorus and pereussion.
Vocal
Songs About Spring (1950, revised 1954 and i960), a song cycle 
for soprano and orchestra; Ode to the West Wind (1956) for 
soprano and orchestra? Six Elizabethan Songs (1958) for voice 
and piano; Miss Havisham's Wedding Night''"(1980), monodrama 
for soprano and chamber orchestra; The Andree Expedition 
(1982), song cycle for baritone and piano: Casa Guidi (1983), 
song cycle for mezzo-soprano and orchestra.
SAMUEL BARBER 
Principal publisher: G . Schirmer, Incorporated.
Orchestral
Serenade. Op. 1 (1929) for string quartet and string orchestra; 
Symphony No. 1, Op. 9 (1936, revised 1942); Symphony No. 2,
Op. 19 (1944, revised 194?); Essay No. 1. Op. 12 (1936); Essay 
No. 2. Op. 17 (1942), Essay No. 3» n.o., (1978); The School 
for Scandal. Op. 5 (1933)» an overture; Adagio for Strings.
Op. 11 (1936), an arrangement of the second movement of the 
string quartet of the same year; Die Natali. Op. 37 (i960), 
chorale preludes; and Fadograph of a Yestem Scene., Op. 44
(1971)» The Serpent Heart, Op. 23 (1946), ballet music, revised 
as Medea: Cave of the Heart, Op. 23 (1949)» set as an orchestral 
suite entitled Medea's Meditation and Dance of Vengeance. Op.
23a (1955)* Souvenirs. Op. 28 (1952). ballet music, also set 
as a piano duet in the same year.
Concertos
Violin Concerto, Op. 14 (1939-1940); Capricorn Concerto, Op.
21 (1944) for flute, oboe, trumpet, and strings; Cello Concerto, 
Op. 22 (1945); Toccata festiva. Op. 36 (I960) for organ and 
orchestra; Piano Concerto (1962).
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Chamber Music
Violin Sonata, Op. 4 (1936)» an unpublished work; Cello 
Sonata, Op. 6 (1932); Canzone. Op. 38 (1962) for flute and 
piano, an arrangement from the second movement of the Piano 
Concerto; String Quartet, Op. 11 (1936); Summer Music. Op.
31 (1956) for wind quintet; and Mutations from Bach, n.o.
(1968) for brass choir and timpani. ’
Keyboard
Excursions. Op. 29 (1949) for piano; Piano Sonata, Op. 26
(1949); Nocturnet Homage to John Field, Op. 33 (1949) for 
piano; Wonderous Love (sic). Op. 34 (1958) for organ, a set 
of variations on a shape-note hymn; Ballade (1977).
Choral
The Virgin Martyrs. Op. 8 (1935-1936) for women's and mixed 
voices; Agnus Dei. Op. 11 (1967) for chorus and organ, arranged 
from Adagio for Strings; Reincarnation. Op. 16 (1940) for 
chorus; Prayers of Kierkegaard. Op. 30 (195**) for soprano, 
chorus, and orchestra with obbligato alto and tenor parts; 
Chorale for Ascension Day, n.o. (1964) for chorus; A Stop 
Watch and an Ordnance Map. Op. 15 (1940) for male voices, 
brass, and timpani; and The Lovers. Op. 43 (1971) for baritone, 
choruses, and orchestra.
Vocal
Three Songs, Op. 2 (1927-1934); Three Songs, Op. 10 (1936);
Four Songs. Op. 13 (1937-1940); Two Songs. Op. 18 (1942-1943); 
Nuvoletta, Op. 25 (1947); Melodies passageres, Op. 27 (1950- 
1951); Hermit Songs. Op. 29 (1952-1953) to Irish texts of the 
eighth to thirteenth centuries; Despite and Still. Op. 41 
(1968-1969) ; Three Songs. Op. 45 (197**); Dover Beach. Op. 3 
(1931) for baritone and string quartet; Knoxvillet Summer of 
1915. Op. 24 (1947) for soprano and orchestra; and Andromache's 
Farewell, Op. 39 (1962) after Euripides' The Tro.ian Women.
MARIO CASTELNUOVO-TEDESCO
Principal publishers; Berben, J • W. Chester; A. For- 
livesi and Company; Galaxy Music Corporation; Leeds Music 
Corporation; Belwin-Mills Publishing Corporation; G. Ricordi 
and Company; Schott and Company, Limited; and Universal Edition.
Orchestral
American Rhapsody (1943); overtures to seven plays; The Mer­
chant of Venice (1933). Julius Caesar (1934), A Midsummer
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Night*s Dream (1940), King John (1941), Antony and Cleopatra 
(1947). Coriolanus (1947). As You Like It (1953)» The Birth­
day of the Infanta (1942) and The Octoroon Ball (1947), ballet 
music.
Concertos
Three violin concertos (1924, 1931, 1939)i Symphonic Varia­
tions (1928) and Larchmont Hills (1942) for violin and or­
chestra? Cello Concerto (1933)s two concertos for piano (1927. 
1937); two concertos for guitar (1939, 1953)1 Serenade (1943) 
for guitar and orchestra; Concerto for two guitars (1962); 
Concertino (1933) for harp; Concerto da camera (1950) for oboe 
and string orchestra.
Chamber Music
Sonata (1945) for clarinet; Sonata (1966) for violin and cello; 
three piano trios (1928, 1932, 1950); three string quartets 
(1929. 1948, 1963)? three piano quintets (1931* 1932, 1951); 
Quintet (1950) for guitar and strings.
Keyboard
For piano: Cielo di Settembre (1910); Primavera fiorentina 
(1911)5 Questo fu il carro della morte (1913); Clpressi 
(1920), orchestrated 1921, 1940); Alt~Wien (1923); Le stagione 
(1924) and Le danza del Re David (1925), suites; Tre coral1 
(1926); Nocturne in HollywoodTl94l); Candide (1944); Suite, 
nello stile italiano (1947); Six Canons (1950). For organ« 
Prayers My Grandfather Wrote (1962), six preludes.
Guitar
Sonata. Omaggia a Boccherini (193*01 Caprichos de Goya (1961); 
Sonata Canonlca (196l) and Lee gultares bien temperees (n.d.) 
for two guitars.
Choral
Oratorios* The Book of Ruth (1949); The Book of Jonah (1951) 1 
Saul (I960); The Book of Esther (1962); Tobias and the Angel 
(1964-1965) for production by high school studentsi Six Keats 
Settings (1952), for a cappella male chorus.
Vocal
Tre fioretti di Santo Francesco (1919-1920); Thirty-Three 
Shakespearean Songs (1921-1925); Leaves of Grass 11936>) ;
Three Sephardic Songs (1947). also orchestrated; A Lullaby (1943). 
employing melodies or Stephen Foster; Shakespeare *s Sonnets 
(1944-1945); Aucassin and Nicolette .(193°) for voice, instru-
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ments, and marionettes; Platero v vo (I960), eight pieces for 
narrator and guitar.
PHILIP GREELEY CLAPP
Principal publishers? Boosey and Hawkes, J. Fischer, 
and Boston Music Company.
Orchestral
Symphony No. 1 in E Major (1908); Symphony No. 2 in E Minor 
(1911); Symphony No. 3 in E-flat Major (1917); Symphony No. k 
in A Major (1919); Symphony No. 6 in B Major (1926); Symphony 
No. 7 in A Major (1928); Symphony No. 8 in C Major (1930); 
Symphony No. 10 in F Major (1935)» Symphony No. 11 in C Major 
(19^2); Symphony No. 12 in B-flat Major (19^*0 ; Norge (1908, 
revised 1919); A Song of Youth (1910* revised 191$* 1921), A Hill 
Rhapsody (19^ -5); Summer ("1912. revised 1918, 1925); A Highly 
Academic Diversion on Seven Notes (1931) for chamber orchestra 
Overture to a Comedy (1933. revised 1937); Prologue to a Tragedy 
(1939); and The Open Road (19^8), an overture.
Concertos
Concerto in B Minor (1922, revised 1936, 19^1) for two pianos 
and orchestra; Dramatic Poem (1912, revised 19^0) for trombone 
and orchestra; Fantasy on an Old Plain Chant (1938, revised 
1939) for cello and orchestra.
Chamber Music
String Quartet in C Minor (1909* revised 1924, 1936); Violin 
Sonata in D Minor (1909); Suite in E-flat (1937) for brass 
sextet; Prelude and Finale (1938) for wind quintet; Concert 
Suite (1939) for trombone quartet; Fanfare Prelude (19^0) for 
brass choir.
Keyboard
Sonatina in E Major (1923) for piano; Ballad in A-flat Major
(1938) for two pianos
Choral
0 Gladsome Light (1908) for mixed chorus, after Longfellow;
A Chant of Darkness (192^, revised 1929* 1932, 1933), a cantata 
for chorus and orchestra.
4? 6
VITTORIO GIANNINI
The principal publishers of Giannini's music are 
American Music Edition,* Art Publication Society, Chappell 
and Company; Colombo; Elkan-Vogel, Incorporated; Carl Fischer, 
Incorporated; Harms Music Company, Universal Edition, Belwin- 
Mills Publishing Corporation.
Orchestral
Symphony* In Memoriam Theodore Roosevelt (1935)** IBM Symphony
(1939); Symphony No. 1 (1950); Symphony No. 2 (1956); Symphony 
No. 3 (1959)? and Symphony No. 4 (1966); Suite (1931)? Opera 
Ballet (1939); Prelude, Chorale, and Fugue (1939)* Fresco- 
bald ia (1948); Prelude and Fugue (1955) for string orchestra; 
three divertimenti (1953» 196l, 1964); Dedication Overture 
(1965); Praeludium and Allegro (1959) and Variations and Fugue
(1964) for band.
Concertos
Piano Concerto (1935)? Organ Concerto (193?)? Violin Concerto 
(1945)? Concerto for two pianos (1945) Concerto Grosso (1955) 
for string quartet and orchestra; Trumpet Concerto (1945)?
Psalm 130 (1963) for double bass or cello and orchestra.
Keyboard
Piano Sonata (1933); Variations on a Cantus Firmus (194?) for 
piano.
Choral
Primavera (1933), a cantata; Requiem (193?) for vocal soloists, 
chorus, and orchestra; Lament for Adonis (1940), a cantata; 
Canticle of Christmas (1951) for baritone, chorus, and orches­
tra; Canticle of the Martyrs (1956) for vocal soloists, chorus, 
and orchestra; Madrigal (1931) for four voices and string 
quartet.
Vocal
Triptych (1939) for soprano and strings; The Medead (I960), a 
monodrama for soprano and orchestra based on Euripides.
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LOUIS GRU3NBERG
Principal publishers: Summy-Birchard Company, Cos 
Cob Press, Universal Edition.
Orchestral
The Enchanted Isle. Op. 11 (1925)• revised 1933)i Symphony 
No. 1, Op. 17 (1919); Symphony No, 2, Op. 43 (1942)j Symphony
No. 3» Op. 44 (1942); Symphony No. 4, Op. $0 (1946); Puppet
Suite. Op. 4 (n.d.)t The Hill of Dreams. Op. 10 (1919); 
Vagabondia. Op. 20 (1920); Jazz Suite. Op. 28 (1925); Nine 
Moods, n.o. (1929); Music for an Imaginary Ballet. Op." 29 
two sets: 1929» 1944); Serenade to a Beauteous Lady. Op. 37 
(1934); Music to an Imaginary Legend, n.o. (1945)1 American 
Suite. Op. 48 (1945)? Variations, Op. $1 (1948); Cotillon.
Op. 61 (n.d.); Americana II. Op. 62 (n.d.).
Concertos
Piano Concerto No. 1, Op. 8 (1914); Piano Concerto No. 2,
Op. 4l (1938); Violin Concerto, Op. 47 (1944); Dance Rhapsody.
Op. 49 (n.d.) for violin and orchestra; Poem. Op. 60 (n.d.)
for violin and orchestra; Cello Concerto, Op. 58 (n.d.).
Chamber Music
For violin and piano: Suite, Op. 3 (1914); Sonata, Op. 9 
(1915); Sonata, Op. 18 (1919); Jazettes, Op. 26 (1926).
For cello and piano: Four Bagatelles, Op. 12 (1922); Poem 
in Form of a Sonatina. Op. 19 (1925)• For string quartet:
Four Whimsicalities. Op. 13 (n.d.); Four Indiscretions.
Op. 29 (1922); Four Diversions. Op. 32 (1930); String Quartet, 
n.o. (1938); Five Variations on a Popular Theme, n.o. (1942). 
Piano Quintet, Op. 33 (1937).
Keyboard
For piano: Five Impressions. Op. 5 (1923); Polychromatics.
Op. 16 (1924); Jazzberries. Op. 25 (1925); Jazz Masks (1929- 
1931); Six Jazz Epigrams, Op. 30b (1929); Three Jazz Dances. 
Op. 30c (1931).
Choral
A Song of Faith. Op. 59 (1962), an oratorio for narrator, 
vocal soloists, chorus, and orchestra.
Vocal
For voice and piano: Seven Songs. Op. 15 (1922); Animals and 
Insects. Op. 22 (1924); Four Songs. Op. 24 (1925); Twenty
Songs— continued
Negro Spirituals. n.o. (1926); Prose Songs, n.o. (1963); and 
Six Winter Songs, n.o. (1963). For voice and instruments? 
The Daniel Jazz. Op. 21 (1924) for tenor* clarinet, trumpet, 
and string quartet; Creation. Op. 23 (1925) for low voice 
and eight instruments.
JOHN HARRIS HARBISON
Principal publisher? Associated Music Publishers, 
Incorporated.
Orchestral
The Merchant of Venice (1971). incidental music for string 
orchestra; Diotima (1976); Descant Nocturne (1976) on a 
lullaby by Seymour Shifrin.
Concertos
Sinfonia (1963) for violin and double orchestra; Piano Concerto 
(1981)
Chamber Music
Capriccio (1954) for trumpet and piano; Confinement (196.7) for 
twelve players; Piano Trio (1969)* Bermuda Triangle (1970) for 
amplified cello, tenor saxophone, arid electric organ; Piano 
Quintet ("Die Ktlrze," 1970) for piano and four players; Quintet 
(1978) for flute, oboe, clarinet, horn, and bassoon.
Choral
Music for Mixed Chorus (1966) to poems by Shelley; Five Songs 
of Experiment (1971) for chorus, string quartet, and percussion 
The Flower-Fed Buffaloes (1976) for baritone and chorus.
Vocal
Cantata I (1966) and Cantata II (1967) for soprano and orches- 
tra; dairEata III (1968) for soprano and string quartet. For 
mezzo-soprano and piano? Autumnal (1964); Shakespeare Series 
(1965); Motetti di Montale (19S1T. Elegiac Songs (1974) for 
mezzo-soprano and chamber orchestra; Three Harp Songs (1975) 
for tenor and harp; Book of Hours and Seasons (1975) for tenor 
or mezzo-soprano; Samuel Chapter (1978) for high voice with 
flute, clarinet, viola cello, and piano.
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NICOLAS NABOKOV
Principal publishers* Editions Russes, Senart, Bote 
and Bock.
Orchestral
Symphony No. 1 ("Lyrique," 1929) * Symphony No. 2 ("Biblica," 
1 ? W t  Symphony No. 3 (”A Prayer," 1967)I Le fiance (193V, 
an overture* Incidental Music to *Samson Agonistes* (1938) 
after Milton; The Last Flower (1957). a symphonic suite:
Studies in Solitude (19&1); Three Symphonic Marches (1945) 
for band. Ballet music: La vie de Polichnelle (1934). Union 
Pacific (193^) ; Don Quixote (1965); The Wand~erer (1966).
Concertos
Piano Concerto (1932); Flute Concerto (19^8); Concerto corale
(1950) for flute, strings, and piano. For cello* Concerto 
("Les hommages," 1953)5 Prelude. Four Variations, and Finale 
on a Theme by Tchaikovsky (1968).
Chamber Music
Serenata estiva (1937) for string quartet; Canzone. Introdu- 
zione e Allegro (1950) for violin and piano.
Keyboard
Piano Sonata (19^1).
Choral
Ode* Meditation sur la ma.iestfe de Dieu (1928), an oratorio- 
ballet for soprano, alto, tenor, bass, chorus, and orchestra; 
Collectionneur d*echoes (1932) for soprano, bass, unison chorus, 
and nine percussion instruments; Job (1933)> a cantata for two 
tenors, two baritones, bass, chorus, and orchestra; America Was 
Promises (19^0), a cantata for alto, baritone, and male voices.
Vocal
The Return of Pushkin (19^7)* an elegy for soprano or tenor 
and orchestra, after Dante; Symbol! Chrestiani (1953) and 
Four Poems by Boris Pasternak (1961) for baritone; Six Lyric 
Songs (1966) after Anna Akhmatova.
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SAM RAPHLING
Principal publishers} Belwin-Mills Publishing Corpora­
tion, General Music Publishing Company, G. Ricordi and Company, 
Camerica, Theodore Presser Company, Edition Musicus, Bourne, 
Lyra.
Orchestral
Five symphonies (1946, 1947* 1963* 1977* 1979); Sacred Rhapsody 
(1955)
Concertos
Three concertos for piano (1933* n.d.; 19^7). first and third 
have been published; Concerto for trumpet (published, i960); 
Concerto for timpani (n.d.); Cowboy Rhapsody (n.d.) for violin 
and orchestra.
Chamber Music
Warbles for Lilac Time (published, 1950) for flute and strings. 
Unpublished works: Variations for two flutes; Duograms for 
two oboes; Trio for oboes; Pastorale for oboe and piano; Sonata, 
Variations, Introduction and Workout for unaccompanied French 
horn; Dance Suite for two trumpets; Prelude and Toccata for 
trumpet and trombone; Lyric Preludes for trombone and piano; 
Sonatina for two trombones or bassoons.
Keyboard
Six sonatas (nos. 1 and 6 published in 1944 and 1966 respective­
ly)? published works: Folk Song Piano Recital (1962); Twenty- 
four Etudes for Piano (1963); transcriptions of Stravinsky's 
Rite of Spring (1975) and Firebird Suite (after 1975)1 Twenty- 
nine Piano Pieces (1982); Nocturnal Prelude (n.d.); Six Tiny 
Sonatas (n.d.)~ Unpublished: American Album (1962) for two 
pianos.
Choral
The Bells (1948) for a cappella chorus, after Edgar Allan Poe;
I Hear America Singing (1949)* a cantata, after Walt Whitman; 
and Dream Keeper: A Langston Hughes Portrait (1975) on poems 
of Langston Hughes.
Vocal
Four Poems of Carl Sandburg (19^0); Animal Joker (1946), ten 
songs on poems of Esar; Spoon River AnthologyTI947) after 
Edgar Lee Masters; Shadows in the Sun (1969), eleven poems of 
Langston Hughes.
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ELIE SIEGKEISTER
Principal publishers: Carl Fischer, Incorporated; 
Edward B. Marks Music Corporation; Mercury Music Corporation,
C. F. Peters Corporation.
Orchestral
Symphony No, 1 (194?); Symphony No. 2 (1950); Symphony No. 3 
(195?)• Symphony No. 4 (1970); Symphony No. 5 (1971)s American 
Holiday (1933); Strange Funeral in Braddock (1933)* Ozark Set 
(1943); Prairie Legend: A Midwestern Set (1944); Wilderness 
Road (1944); Western Suite (1945); Sunday in Brooklyn (1945). 
also for piano; Lonesome Hollow (194^1; Summer Fright (194?); 
From My Window (1949), also for piano; Divertimento (1953)s 
Theater Set (i960)j Dick Whittington and His Cat (1966) for 
narrator and orchestra; Five Fantasies of the Theater (196?); 
Shadows and Light: Homage to Five Paintings (1975); Fables 
from the Dark Wood (I970). ballet music, after Creole folk 
tales compiled byAlicee Fortier in 1895; For band: Prairie 
Legend (1944), an arrangement of the orchestral work; Summer 
Day (1946)1 Pastoral (1951); Hootenany (1955)1 Ballad (1968); 
Front Porch Saturday Night (1977).
Concertos
Concerto (1956) for clarinet; Concerto (i960) for flute; Piano 
Concerto (1974)5 Double Concerto (1974) for violin and piano; 
Violin Concerto (1978).
Chamber Music
Nocturne (1927) for oboe and piano; Saturday Night for violin 
and piano, also rearranged for bassoon and piano and entitled 
Contrasts; five violin sonatas (1951s two in 1965; 1971; 1972); 
four string quartets (1935, I960, 1973, 1975); Sextet (1965) 
for brass and percussion; Declaration (1976) for brass and 
timpani; Summer: An Entertainment (1978) for viola and harp; 
American Harp (1966) for solo harp.
Keyboard
For piano: American Sonata (1944); Sonata (1950); Theme and 
Variations (two sets: 1932, 196?)s On This Ground (1971);
A Set of Houses (1977)•
Choral
John Henry (1935) for tenor and a cappella chorus; Abraham 
Lincoln Walks At Midnight (1937) for chorus and orchestra; 
Johnny Appleseed (1940) for chorus and piano; As I Was Going 
Along (1944, revised 1967); A Tooth for Paul Revere (1945):
482
Lazy Afternoon (1946); The New Colossus (1949)* In Our Time
(1965) for chorus and orchestra or piano; I Have A Dream 
(1967)» a cantata for narrator, baritone, chorus, and orches­
tra; A Cycle of Cities (1974) for soprano, tenor, chorus, and 
orchestra.
Vocal
For voice and piano: Four Robert Frost Songs (1930); Two 
William Blake Songs (1932); The Strange Funeral in Braddock 
(1933)t also for orchestra; Elegies for Garcia Lorca (1936): 
Funnybone Alley (1941), fourteen children's songs; For My 
Daughter (19^2), eight songs; Madam to You (1964), six songs; 
Songs of Experience (1966) after William Blake, also for voice 
violin, and piano; The Face of War (1968) for baritone, also 
with orchestra; Four Eberhart Songs (1968) for low voice;
Five Cummings Songs (1970) for baritone; Songs of Innocence
(l972) after William Blake; City Songs for soprano or tenor; 
Introduction to the Problems of Philosophy (1979)» five songs.
VITA
James Jolly was born in Jackson, Mississippi, on 
December 8, 1936, and attended elementary school in Biloxi 
on the Mississippi Gulf Coast. His family moved to Houston, 
Texas, at the end of the Second World War, and it was here 
that he finished junior and senior high school. He went to 
England to study in 1953 and became a student at the Trinity 
College of Music. He received the Performer's Diploma of the 
Royal College of Music, London, in 1955* and is an Associate 
of that institution. After earning the Bachelor of Music 
degree at the University of Houston in 1959# he joined the 
United States Navy for a four-year term. While stationed at 
the Naval School of Music in Washington, D. C., he was the 
official Navy entry in the first Van Cliburn International 
Piano Competition held in Fort Worth, Texas, in 1962, and was 
awarded the Artist Diploma of the National Guild of Piano 
Teachers for his performance. After playing his debut in 
New York at Judson Hall in 1963# he became a Teaching Fellow 
at the University of Houston and earned the Master of Music 
degree there in 196?. In addition to recitals at Carnegie 
Recital Hall in New York, he continued to play recitals in 
Houston, including concerts with the Houston Symphony Orches­
tra in their summer series. He made his religious profession 
as a Franciscan Tertiary with private vows in 19?6, but he 
left the order on becoming a member of the Orthodox Church 
in 1980. Having earned the Doctor of Musical Arts degree in 
piano performance in 1983 at the Louisiana State University, 
he is currently completing the requirements for the Doctor of 
Philosophy degree in music history at the same institution.
He presently resides in Gulfport, Mississippi.
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